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SHANMUKHA ■ JANUARY 2003 


IN FOCUS 


Shanmukha 


of the Shanmukhananda Fine Arts and Sangeetha Sabha, your 
new editor of ' Shanmukha ' wishes to convey his greetings to 


readers, contributors, subscribers, advertisers and well-wishers 


m 


All of us connected with the Sabha are particularly happy with 
'GURUKUL Award for the Best Institution' that has been conferred 
on the Sabha by Jaya TV Our Sabha was chosen, on an All-India 
basis, as the best institution serving the cause of music , dance 
drama and Harikatha, The Sabha further distinguished itself by 
instituting a National Eminence Award and conferring it on the 
doyen of Carnatic Music, nonagenarian Semmangudi Srinivasa 
Iyer. The Sabha has also instituted an annual 'Sangeetha Shiromani 


t 


Award' to be awarded to three emerging artistes in any field of fine 


arts each year.This year, these awards went to Smt.Shruthi 

Shri Niladri 


Sadolikar Katkar, Shri Sanjay Subrahmanyam and 


Kumar 


The present issue includes a number of articles by distinguished 
musicians and musicologists. It also contains a very special 
interview with Semmangudi Srinivasa iyer recorded soon after he 
received the Shanmukhananda National Eminence Award We 
have also published the Presidential Address delivered by the Sikkil 
Sisters in connection with their being awarded the 'Sangeetha 


Kalanidhi' title by the Madras Music Academy. The obituaries 


on 


Shri T. K. Mahalingam Pillai 


the famed Natyacharya and 

our tribute to two very 

distinguished figures in the fields of dance and music journalism. 
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Shri N. Pattabhiraman, Editor - 
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The New Hon. Editor "Shanmukha 
Director & Principal of Sri Shanmukhananda Fine Arts 
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& Sangeetha Sabha Mahavidyalaya 
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And 
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Vice-Principal of Sri Shanmukhananda Fine Arts 

& Sangeetha Sabha 


p 


p 


p 


p 


p 


p 
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will only enrich the interests of the activities 


Shri P : N. Krishnamoorthy needs no 
introduction to the world of Music. However, of these two 


P 


p 


wings at his learned hands. 


P 


P 


Shri Krishnamoorthy has taken over 
have these challenging assignments as a labour 

of love and also in order to fill the void created 


for the sake of good order to the readers of 
"SHANMUKHA" Magazine 
pleasure in mirroring his high profile in 

systems of Music (Carnatic, 

Hindustani and Western classical). Basically, 
he is a Scientist of International repute in 
the fields of Atomic Energy and Electronics. 

A rare combination of Music critic, 

Musician, Music Teacher and Composer all Mumbai, has taken over as 

rolled into one, as he is, he, in a fine 
came forward with rare spontaneity to accept a 
the Hon. Editorship of the prestigeous 
Magazine "SHANMUKHA" published by our 
Sabha. He has also accepted the Hon 

Directorship of our Sangeetha Vidyalaya and on Doordarsha 

the Hon. 


P 


P 


we 


P 
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various 


P 
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office on health grounds. 

We are also happy to announce 


P 


P 
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Shri.V. Vamanan , a well known musician 


P 


P 


P 


gesture, the Mahavidyalaya Having learnt music from 


P 
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string of distinguished teachers 


P 


P 


Shri.Vamanan has emerged as a musician 
of outstanding merit. He is an 'A' grade 
. Musician of All India Radio and a performer 

n. He has also established 


P 


P 


P 


P 


P 
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ip of "Shanmukhananda himself as an excellent teacher. He is closely 


p 


p 


associated with all facets of the publication 


Sangeetha Mahavidyalaya" (College of Fine 
Arts), This institution is affiliated to the 
University of Mumbai and as a start, a 3- 

Course in Carnatic Vocal Music to the Institution 


p 
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of 'SHANMUKHA'. His induction into the 
Mahavidyalaya will prove to be a great asset 
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year Degree 
has been started 


We request the readers, the students 
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indeed the faculty and others to co-operate with 


The Magazine Committee, is 

fortunate to have this versatile man of Arts these two distinguished 


*r 
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persons, to enable 


Hr* 




and Science as the Head of the two them to successfully run the show 
important wings of Sri Shanmukhananda 
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S. Seshadri 

Publisher 
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service units and we have no doubt that he 
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Report 


Shanmukhananda turned golden this year The celebrations began from 31 st August 
2002. A musical extravaganza of the pure tradition and classical marriage of rhythm and 


motion erupted at the majestic temple of Fine Arts at the Sri Shanmukhananda 


Chandrasekharendra Saraswati Auditorium. 

As we celebrate 50 years of useful service in the cause of Fine Arts, nostalgic memories 
of the past, the humble beginnings, the sacrifice of the founders and the succeeding office 
bearers, of the devastating fire in 1990 that reduced to ashes about four decades of 
sustained efforts and all our dreams, stare before us. Undeterred by this calamity, the 


process of rebuilding the Auditorium began The outstanding elements of the entire revival 


process are the people who did not give in to the fall of fate and strove to build back an 


edifice more in tune with the changing needs. We salute them for their exemplary devotion 


to public duty and this celebration was dedicated to them 


Inaugural Function: 

The inaugural function 

Speaker of the Lok Sabha presided over the function. Shri 

Minister of 

Mr. R. Ganesan, Chief Post Master General, Maharashtra Circle were the guests of honour. 

The highlights of the inaugural function were: 

1 . A special cover on the occasion of the inauguration of the Golden Jubilee of the Sabha 
was released by the Department of Posts 

2. 'Shanmukha Kolahalam' a special song penned for the occasion composed and set to 
music by Shri P. S. Krishnamoorthy was formally unveiled. The five piece music was 
garlanded nn many ragas with trimmings of Ragamalika. 

3. A ten minute documentary on ' Fifty Golden Years in the cause of Fine Arts' produced 
by Bharatbala productions was released. 

4. A commemorative volume - A peep into the past' capturing the glory of the Sabha its 
moments of pride and agony and containing a record of its service was released. 


Hon ble 


was held on Saturday, 31 s ' August 2002. Shri Manohar Joshi 


1 


j Vilasrao Deshmukh 


I 


for Shipping 


Minister 


Maharashtra, Shri Vedprakash 


I 


5. Honorary Patronship of the Sabha was conferred on Bharat Ratna Ustad Bismillah 
Khan; Shri Sharad Pawar, M R; Shri I. M. Kadri, Architect of the Sabha and Shri Jasu 


Shah, Philantropist. 


6. Special awards for services rendered to the Sabha were conferred on 


President Emeritus and Shri S. Seshadri. Shri Jayaram Mam 


I 


received the award on behalf of his father, late Shri R. S. IMani. Shri T. R. Sampath 

late Prof. T. V. Ramanujam. 


* 


7. The orphaned children of Shradhhanand Mahilashram, Matunga were provided 


feast on 31 st August 2002. A special Golden Jubilee cake was cut by the children of the 
home in celebration of the Golden Jubiiee. 


8 . 


Shh Jasu Shah Art Gallery 


4 


ri Jasu Shah ArTGallery constructed at a cost of Rs. 20 lakhs and sponsored with a 


9 
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substantial donation from Jasubhai Shah Foundation was 


inaugurated on 1 s( September 
old promising artiste had 


by Shri Jasu Shah Master Nirman Olwe, an eight year 


2002 

the inaugural exhibition of fifty of his 


* 


Golden Jubilee Music Symposium on 'Music Therapy 


9. 


The 2 day symposium which focussed on the therapeutic effects of 
beings was inaugurated on 1 4 ,h September 2002, by the eminent Neuro Surge 
Brigadier (Hon) Dr B. Ramamurthy. Dr Raja Ramanna, distinguished Scientist 
former Union Minister was the Chief Guest on the second day. The valedictory function 
was addressed by Shri K. S. Mahadevan. While the symposi im theme ,Gn 


music on human 


on 


f 


and 


address 
was delivered by 


was 


effectively done by Garland N. Rajagopalan, the keynote address 


Dr V. V Srivatsa. Shri N. Pattabhiraman concluded the 


proceedings. 


Eminent medical professionals, scientists^! 
India shared their expertise and experience 


musicians and musicologists from 
1 on the curative element of 


1 


all over 
music. The 


symposium attracted 727 delegates 


» 


Inaugural 


ion; (14 9.2002) 


Inauguration 

Welcome Address 


Sabha President Shri V. Shankar 
Brigadier (Hon.) Dr. B. Ramamurthy 
Garland' Shri N. Rajagopalan 
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Keynote Address 
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Brain & Yoga 
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. (Hon.) Dr. B. Ramamurthi 

Mahamahopadhyaya Kollegal 
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Therapy & Astrology'*; 


Subramanyam 
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SHANMUKHA - 


Honorary Patronshi 


of the Golden Jubilee, the Sabha conferred its honor? y patronship to 


On the occasion 

several distinguished artistes and to a few active supporters of its cause. 


Date of conferment 


S.No 


» V !■ * 


- - » * I 


t ** 


ri m m - ■ ft* ri ■* 


■ ■ ■ ■ ■ ■ ■ *«■*** »* * «-■- 


mm mm mm mm ri 


31.08.2002 


Bharat Ratna Ustad Bismillah Khan 
Sharad Pawar, M. P. 

I. M. Kadri, Hon. Architect 
Jasu Shah, Philantropist 
Pandit Bhimsen Joshi 
Guru Kelucharan Mohapatra 


1 


31.08.2002 
31 08.2002 


2 


3 


31.08.2002 


4 


07.08. 


5. 


24 10.2002 


6 . 


22 . 12.2002 


Semmangudi Srinivasa Iyer 


7. 


28 01.2003 


Pandit Jasraj 
Gangubhai Hangal 


8 . 


28.01 


9 


Blood Donation Camps 


Blood donation camps were organised in several colleges in the 
Club Indian Red Cross, Tata Memorial Hospital and Sion Hospital 543 bottles of blood 

were collected. 


* 


Amrut Mahotsav 


The Sabha also felicitated, artistes who had reached 75 years during the year 

15.09.2002 

08.12.2002 

27.10.2002 

12.04.2003 


Shri. Nedunuri Krishnamurthy 
Prof. T. N. Krishnan 
Pandit 

M. Chandrasekharan (Violinist) 
(50 years of violin performance) 


Arvinc Parikh 


The high point of the Golden Jubilee Celebrations were a series of discourses organised in 
the Sabha with a galaxy of Saints 


Philosophers and Teachers. 




Inspirations from Upamshads 


Pujyasri Tejomayanandji 


02 10.2002 


i 


Head, Chinmaya Mission 


General 


His Holiness Pujyasri 


01 11.2002 


Jayendra Saraswati Swamiji 


i 


Jagadguru Sankaracharya of 


Kanchi Kamakoti Peetam 


Swami Dayanand Saraswati 


Vision of Sankara 


12.11 2002 


f 


Arsha Gurukul Vidyashram 


& 


13.11.2002 


I I 



28.11.2002 


Life in Focus 


Vedanta 
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How to Buiid a Happy Home 


05.04.2003 


Dada J. P. Vaswam 


* 


and 


j 


Theatre Festival 


United Visuals, Chennai presented two family 


s, "llavasa Enaippu" and "Aasaikkum 

organised 


Aasthikkum" on 20 ,n and 21 s! November 2002. A five day theatre festival is to be 


between 22 " 1 July and 26 1 ' 1 July 2003. It wifi feature th e best of Indian theatre. 


Troupe 


Drama 


Language 


Date 






v-» 
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United Visuals 


Tamil 


I 


20 . 11.02 


Chennai 


Aasaikkurr Aasthikkum 


Tamil 


21 . 11.02 


i l 


India Unites 


it 


^Dances of Indian Festival 

21.10.2002 to 27.10 .2002 


India’s finest dances burst into 


life on the Sabha stage during the 

inHia'e k . ... witnessing a spectacular extravaganza 

best artistes performed the best Indian dances while 


II 


India Unites" festival. It 
during the week long festival, 
celebrating our Golden Jubilee 


was 


Hi 




21 10.2002 


Kathak 


Kadamb Centre for Dance & Music 

Ahmedabad. 




22 . 10.2002 


Bharata Natyam 


■ 


narayanan, Chennai 


p * 




23 10.2002 


m 


I 


Charitam 1 , Kalakshetra 


Foundation, 

Arundale College of Fine 


Rukmini Devi 


Arts, 


Chennai 




24 10.2002 
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Mohapatra 
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The Bhisma Pitamaha of Carnatic Music, Padma Vibhushan 


conferred the Sri Shanmukhananda National Eminence Award at a glittering 

old Jambhavan of Indian Music did the 


Iyer was 
function on 

Institution and the Award proud by accepting the honours and coming all the way 

it. The Award comprised of a citation, a silver lamp, Shanmukha i 


22 nd December 2002. The 95 year 


Chennai to receive 
and a cash award of Rs. 1.0 lakh. 


The Shanmukha Sangeetha Shiromani Awards were conferred on Mrs. 


Carnatic musician. 


Katkar, noted Hindustani Singer and Shri 


citation. Shanmukha icon and a cash award of Rs. 25,000/ 


The Award carried a 

Nitadri Kumar noted Sitarist received the Award during the Mumbai Music festival on 26th 


January 2003 The Shanmukha Sangeetha Shiromani Awards are given to three emerging 
artistes in any field of Fine Arts, each year. 


National Awards for Women Achievers in Social Work 


In association with Manava Seva Dharma Samvardhim Trust, Chennai the Sabha 
felicitated and honoured 16 women achievers in social work on 1 st February 2003. Shri 
Mohammed Fazal, Governor of Maharashtra and Shri P. S Ram Mohan Rao, Governor of 

Noted writer Sivasankari and Dr.Anji K 

Laboratories Ltd. were the guests of honour 
Tapovan. Thirukoillur graced the function. The awardees were 


Tamil Nadu presided over the function. 
Chairman, Reddy 


Name of the 


Focus Area 


State 


S.N. 


Name 


Children, Women 


Ms. Indira D. Kothari Tamil Nadu 


1 


Disabled, Mentally 


Challenged and Families 


Manufacture and 
Donation of 
Limbs and Callipers 


Tamil Nadu Mukti 


Ms. Meena Dadha 


2 


Govenrment Social 
Welfare Schemes 


Tamil Nadu I Secretary, Social 

Welfare and 
. Nutritious 
Scheme 


3 Ms. C. K, Gariyali 


Sri Vishwavidyalaya | Education in the 

Rural Areas. 


4 Ms. S. V. Vasumathi Tamil Nadu 


Mat School 


Alleviate Urban Poverty, 
Children. Youth & 
Women. 


5 


Ms.Nalini 

Gangadharan 


Andhra 




Foundation for 
Human 
Development 


13 


Education of Children in 


M. V. Foundation 


the Rural Areas. 


Ujwa! Rural 


Upliftment of Backward 


Development 


and Downtrodden 


Communities, Tribal 


Education, Social Activist. 


NAZ Foundation 


AIDS Awareness/Support 


to Victims 


ICCW - Assam 


Children 


unity 


Aid 


Child Health and 


Education. 


Programme. 


Maharashtra NASEOH 


Education, Vocational 


Training and Support to 


the Physically Disabled. 


. Professor - 


Social Work Education/ 


TISS 


Research 


Street Survivors 


Street Children/Women/ f 


Bengal 


India 


Rural Deprived Children 


Maharashtra j MBA Foundation 


Life Care Centres for 

Disabled/Di 

Persons 


Balasubramaniam 


sadvantaged 


15 Ms.Kasturi 
Mohapatra 


j Open Learning 

j Systems 


Rights 


rat 


Jambughodwala 


Empowering Tribal Women 
by Promoting Viable Art 
and Craft Based Activities. 


A round table of Women 

developed India 2020' 


Achievers 


. . was conducted hC .1® ° f Women in fori 

Mrs. Sivasankari before the awards function 


an agenda for a 

were: 


1. 


2. 


Irn Deshmukh, r 

Managing Di 

ersity of f 

Femina 


3. 


Women Pilot. 


Akhila Srin 


4. 


r | 

Dr Nawaz Mody 
a,hya Sa ran. Editor 


Ltd 


Mrs. 


Ganguly 


a 


6 discussions 


uurf ng the Golde 
Bombay Tamil Sanqh 

28 th Decembe 


n Jubilee Year 


am 


?p® bra K ted th e Diamo 
Bhushan Dr. 


a violin solo 


r 


nd Jubilee of 

Subraman 


L. 


iam on 
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Rashtraoathi Ke Saath 


15th February 2003. His Excellency Bharat Ratna 


In a memorable function held on 


part of the Golden Jubilee Celebrations 


Dr A. P. J. Abdul Kalam, the President of India, had 
interacted with over 2500 children drawn from 118 schools from all over the city 


IX 


of Schools from each medium of instructions viz. English, Marathi, Hindi 
and Tamil were honoured at his hands. The Rashtrapathi also gave a signed copy of his 
book "Ignited Minds" to 22 students. Each participating student was given a free copy of 
Ignited Minds". Each school represented at the tete with the President, received for its 
library, 4 books penned by the President The President chose 'Indomitable Spirit' as the 
theme of his address. 


i 


f 


IR 


, Deputy Chief Minister of Maharashtra was also present 


Shri Chhagan Bhujbal 


Mumbai Music Festival 


In commemoration of the Golden Jubilee, the Sabha organised The Mumbai Music 
Festival between 1 8.01 2003 and 26.01.2003. The festival featured a variety of artistes 
predominantly Hindustani musicians. A tribute to the young and emerging artistes of 
Hindustani Music was organised on 26th January 2003 'PARAMPARA' featured siblings of 
great maestros. 


Sarod T ri!ogy 


18.01.03 


Padmabhushan Ustad Amjad Ah Khan 


and his sons Amaan Ali Bangash and 


Ayaan All Bangash 


19.01.03 


Vocal 


Padmashn Ustad Ghulam Mustafa Khan 


* * 


■w 


* ■ ■ 


MH 


» • m ■ 


* m ■ * ■ ip ■ -* * * v** ■ 


22.01.03 


Ensemble of 
50 violinists 


Ms. A. Kanyakumari & Party 


* m 






24.01.03 


Vocal 


Sriram Parasuram and Anuradha Parasuram 


fi 


*■ b PV* « 9 Tf«Ilit <■ m * w T - T -9 -m mm -w* m mmSHrn- 


vnn ■ ■ 


26.01.03 


Pa ram para - 1 


Rakesh Chaurasia 


Flute 

Vocal 


* 


i 


mg) 


Kalapini Komkali 


r 


N 


■i 


* 


26.01.03 


Parampara - II 


Suhas C Vyas 


(Evening) 


Vocal 


Niladri Kumar 




# # ««*>■ 


wrm 


27.01.03 


Vocal 


Padmashri Begum Parveen Sultana and 
Ustad Dilshad Khan 


Shri C. K. Parasuram, father of Sriram Parasuram was felicitated on 24.01.03 for his 
life time services in the cause of music. 
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SHANMUKHA - 


with 50 Ragamalika Swaras 


Raaa m-Thanam-Pallavi 


of Pujyasri Jayendra Saraswati Swamiji, and 

i heading an ensemble of 50 violinists accompanied by 


as part of Mumbai 


in the benign presence 


Music Festival, Ms. Kanyakumari 


Mridangam, Shri Vaikom Gopalakrishnan on Ghatam, Shri 


Shri Mannargudi Easwaran on 


and Shri Sunder on Tabla composed and rendered a rare 


Bangalore Rajsekhar on Morsing 

of 50 Ragamalika Swaras in honour of the Sabha on the occasion of its Golden 


composition 

Jubilee. 


VRINDAVAN! SARANG [Janyam of 22 Kharaharapriya) 

Arohanam - SRMPNS 


Avarohanam - SNPMRS 


[Janyam of 16 Chakravahamj 
Arohanam - SGPDNS 

[Janyam of 22 Kharaharapriya] 
Arohanam - SRGMDS 


1. VALAJI 


Avarohanam - SNDPGS 


2 . ABHOGI 


Avarohanam - SDMGRS 


3. SHANMUKHAPRIYA [56 Melakartha] 


Arohanam - SRGMPDNS 


Avarohanam - SNDPMGRS 


4. VASANTHA 


of 17 Suryakantam] 
Arohanam - SGMDNS 


Avarohanam - SNDMGRS 


5. HAMSADHWANI 


[Janyam of 29 Dheerashankharabharanam] 

Arohanam - SRGPNS 


Avarohanam * SNPGRS 


6 . NAGASWARALI 


Arohanam - SGMPDS 


Avarohanam - SDPMGS 


7 . SUDDHATHODI 


Arohanam - SRGMDNS 
[Janyam of 29 Dheerashankh 

Arohanam - SGRGMPDPS 


Avarohanam - SNDMGRS 
arabharanam] 

Avarohanam - SN.DPM.GRS 
Avarohanam - SNDMGRS 
Avarohanam 

aranam] 

Avarohanam - SDPMGMR 


8 . BEGADA 


9. 


natakurunji 


[Janyam of 28 Hah 


Arohanam 


10 - ranjani 


[Janyam of 50 
Arohanam 


Dharmavathi 1 
- SRGMDS 


11. KANNADA 


- SNDMGSRGS 


[Janyam of 29 


Arohanam - 


12. GQWLAl 


NS 


[Janyam of 15 
Arohanam 


S 


Mayamala 


13. ARABHI 


Avarohanam - SNPMRGMRS 

jranam] 


ankharabha 


Arohana 
[Janyam of 22 


m - 


14. SRI 


m - SNDPMGRS 


15. VASANTHI 


Avarohanam 


- SNPDNPMRGRS 


ngi] 


Arohanam - 


16. NAATAI 


-SDPGRS 


m 


ai] 


Avarohanam - 


SNPMGMRS 
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[1 0 th Melakartha] 

Arohanam - SRGMPDNS Avarohanam - 

[Janyam of 28 Harikambhoji] 

Arohanam * SMPNDS 

[59 th 

Arohanam - SRGMPDNS Avarohanam - SNDPMGR 

[Janyam of 16 Chakravaham] 

Arohanam - SGRGMPNS Avarohanam - 

[Janyam of 22 Kharaharapriya] 

Arohanam - SRPG, MDNS Avarohanam - SNPMG, MRS 

[Janyam of 15 Mayamalavagowlai] 

Arohanam - SRGMDNS 

[Janyam of 22 
Arohanam - SRGPDS 

[Janyam of 29 Dheerashankharabharanam] 

Arohanam - SRMPNS 

25. MALAYAMARUTHAM [Janyam of 16 

Arohanam -SRGPDNS 

[63 rd Melakartha] 

Arohanam - SRGMPDNS Avarohanam - SNDPMGRS 


17. NATAKAPRIYA 


18. KUNTALAVARALI 


Avarohanam - SND 


) 


19. DHARMAVATHI 




20. BINDUMALINI 


21. KAANADA 


22. LALITHA 


Avarohanam - 


\ \ 


23. SHIVRANJANI 


Avarohanam - SDPGRS 


24. ATANA 






Avarohanam - SNDPGRS 


26. LATHANGI 


[Janyam of 22 Kharaharapriya] 


27. SHIVASHAKTHI 


Arohanam - SGMDS 


[Janyam of 16 Chakravaham] 


28. REVATHI 


Avarohanam - SNPM 


Arohanam - SRMPNS 


[Janyam of 29 Dheerashankharabharanam] 
Arohanam - SRGDNS 

[Janyam of 65 Mechakalyani] 

Arohanam - SGMPDNS 

31. VASANTHA BHAIRAVI [Janyam of 14 Vakulabharanam] 

Arohanam - SRGMDNS 

[Janyam of 28 Harikambhoji] 

Arohanam - SRGMPDS 


29. NIROSHTHA 


Avarohanam - 


30. KANNADA MARVA 


Avarohanam * SNDPMGS 


Avarohanam - 


32. DWIJAWANTHI 


Avarohanam - 

[Janyam of 15 Mayamalavagowlai] 
Arohanam - SRGPDS 


33. BHOWLI 


Avarohanam - SNDPGRS 


34. GOWRI MANOHARI [23 rd Melakarta] 


Arohanam - SRGMPDNS Avarohanam - SNDPMGRS 


'Janyam of 27 Sarasaangi] 
Arohanam - SRMDNS 

[Janyam of 65 Mechakalayani] 
Arohanam - SPMPDNS H 


35 PRIYADARSHANI 


Avarohanam - 


36. SARANGA 


Avarohanam - SNDPMRGMRS 


■Janyam of 28 Harikambhoji] 


Arohanam - SRMPDS 


Avarohanam - SDPMGRS 
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Souvenir 2003 


SHANMUKHA 




[Janyam of 8 Hanumat 

Arohanam - SGMPNS 


38, DHANYASI 


Avarohanam - SNDPMGRS 

29 Dheerashankharabharanam] 

Arohanam - SRGMPDNS Avarohanam - SDPGRS 


39. GARUDADHWANI [Janyam of 


[Janyam of 22 Kharaharapriya] 


f%am 


40. KARNARANJANI 


eat 


Arohanam - SRGMGPDS Avarohanam - SNDPMGRS 


* w 


[Janyam of 22 

Arohanam - SMGMPDNS Avarohanam - SNDPMGRS 


41. KHAMAS 


[Janyam of 21 Keeravani] 


42. K AlYANAVAS ANTHAM 


Arohanam - SGMDNS Avarohanam - SNDPMGRS 


43. JYOTHISWAROOPINI [68 th Meiakarta] 


Arohanam - SRGMPDNS Avarohanam - SNDPMGRS 


44. DARBAR 


[Janyam of 22 Kharaharapriya] 
Arohanam - SRMPDNS 

[Janyam of 64 Vachaspathi] 
Arohanam - SRMPDS 


SNDPMRG,G RS 


45. SARASWATHI 


Avarohanam - SNDPMRS 


46. SAVER! 


Arohanam - SRMPDS 


Avarohanam - SNDPMGRS 


47. SAHANA 


[Janyam of 28 Harikambhoji] 

Arohanam - SRGMPMDNSAvarohanam 

[Janyam of 65 Mechakalyani] 

Arohanam - ~ ' 








SNDPMG ( MR,GRS 
Avarohanam - SNDPMGRS 


48. MOHANAKALYANI 


49. HINDOLAM 


[Janyam of 20 Natabhai 


iravil 


Arohanam - SGMDNS 


Avarohanam - SNDMGS 


50. SURUTTI 


[Janyam of 28 Harikambf 

Arohanam - SRMPNDNS 


* B 


I 


Avarohanam 


SNDPMGPMR S 


321, Siddhivinayak Hsg. 


v. SHANKAR 

President 

ananda Fine Arts & 
Sangeetha Sabha 


Sri Shanmukh 


Pant Nagsr, Gha kopar (E) 
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SHAPOORJI PALLONJI CENTRE 

41/44, Minoo Desai Marg 

Colaba, Mumbai 




















400 


5 








Ramchandra Lane Estate, Kanchpada 


Tel. : 22871 <.*40/41 








Malad (W), Mumbai - 400 064 
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REGD. OFFICE 




401,TELANG ROAD 


j 


400 019. 

corr 
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EMAIL : sreekon@hotmail. 










TEL. : (OFF.) : 2407 92 38 












(Lodge & General) 

101 15 89 
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World class fresh frozen meat and ready to 
cook items Chicken Biryani, Samosa 

Kabab, Burger, 

• Samosa, Seekh Kabab, Burger 
Vegetable : Samosa, Burger, Spring Roll 

Paneer Samosa, Green 


I 


* 


I 






» 


•peas 

in eight countries 
stock AL-KABEER Products 

Bombay, Delhi, Madras, 
oa, Lonavala and Hyderabad 


More than 8,000 shops 




.1 


i 


Bangalore, Pun© 




i 


Al-Kabeer Exports 


Ltd. 


No. 2 


1 


Tel 


1 Telefax : 22028475 
alkabeer@bom3. 


/ 22836897 


E-mail : 


vsnl.nef 






SHANMUKHA 


P 




TVCti ‘Se&t & 




SI J MEX 


SUMEX ORGANICS PVT. LTD 






Chamber, Tardeo Main Road, Mumbai - 400034. 


403, Arun 

Tel. No. 




4 


Email : Sales 


sumexorganics.com 


BPCL • IPCL • SRF • NRC • DAURALA 
SEARCH CHEM INDUSTRIES • BILT 


CHL PRO ALKALI 


Contact Mr. Kamal Singh on 




* 


Caustic Soda Lye 




Furnace Oil 

LDO 

LSHS 


Compressed Hydrogen Gas 
Hydrochloric 




4 


9 


m 


9 


Sodium Sulphate Anhydrous 


Chloroform 


O THFR PRODUCTS 




Carbon Tetrachloride 




Carbon Di 


* 




BENZYL DERIVATIVES 


* 


Alpha Amyl Cinnamaldehyde 


i 




Benzyl Chloride 


Cinnamic Alcohol 




Benzophenone Ortho Chloro Benzaldehyde 


Benzyl Alchohol (FFC Grades Ortho Chloro Benzoic 

Phenyl Acetic Acid (Pharma / Pert. Grade) 

Sodium Benzoate 


Benzyl Benzoate (FFC Grade) 




■ 




Benzyl 
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SHANKAR PACKAGINGS LIMITED 






Manufacturers of HDPE / PP / Woven Sacks & 

Flexible Intermediate Bulk Containers 








with Latest 














A/4, Purshottam Bldg., Opera House 


1 


*■ 












e 






* 


1 












E-mail : shankar@bol.net.i 




in 
























Plot No. 4,5,6, GIDC 


3 


vaghodia, Dist. : 




* 


Gujarat State 


} 


Tel. : 

E-mail : s ; .1 @ wilnetonline 






.net 
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NAVAJEEVAN CHARITABLE EYE HOSPITAL 


Centre-Regd.) 


(Division of 




Tiruchanur - Tirupati - 517 503 

PH : 39992 


) 


t-mail : navajeevan@vsnl.com 

www Navajeevan.org. 


AN APPEAL 

GIVE A NEW VISION AND AVAIL TAX RELIEF 




Navajeevan Trust, Tirupati is rendering services to the needy, especially blind Children, aged 


people and orphan women since 1979 in the abode of Lord Sri 
Tirupati. 


5 


Philanthropists can participate 


in Navajeevan Ashram's Netradan and Annadan service 






activities. 


NETRADAN: 

Sponsor 5 IOL Eye Operations. 

ANNADAN: 


Rs. 5,000/- 


Feeding the blind & aged people on any 


specific day chosen by donor. 


Rs. 3,000/- 


VRIDHASAHAYAM : 


to aryiged person for one month. 


. 1 , 000 /- 


CONTRIBUTIONS ARE EXEMPTED FROM 
TAX U/S 80G OF THE INCOME TAX ACT 


Donations may please be drawn by cheque/D rafts in favour of 
President, Navajeevan Blind Relief Centre, Tirupati and forward the same to the above address. 


n 


NARAYANA 


NARAYANA 


NARAYANA 


IN THE SERVICE OF LORD VENKATESWARA 

LION K. SRIDHARACHARYA 
FOUNDER/PRESIDENT 


Our Bombay Contact Person : 


m 


Mr. S.S. Mani (Sion) (Voltas Mani' 


Co-ordinator, Fund Raising Committee 


Tel. No. 2409 5105/2363 1261 






Souvenir 2003 


SHANMUKHA 


r 


0 p f UMt 


# 


0 






.n 


> 1 


■f 


NAVAJEEVAN BLIND RELIEF CENTRE (REGD.) 


(FREE HOME FOR THE BLIND AND AGED) 

2-21A, SAPTAGIRI ASHRAM, TIRUCHANOOR, TIRUPATI 


- 517 503. 


navajeevan @ vsnl.com 


: www.navaieevan.ora. 


23 Years of Service to Humanity 


NAVAJEEVAN SERVICE 


CENTRES 


["i- Navajeevan 


Tirupati 


Tirupati 
Tirupati & 
Varanasi 


Aged 


5. Navajeevan Information 


Tirumala 

Tirupati 


CONTRIBUTIONS 


TO 


relief centre 


T I RU P \ ' s ’ I 

80 GGA 


are 


for 100% Tax 


Relief u/s 35 A* 

CONTACj 

! oltas 


person 


Mr. S.S. Mani 
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ani) 

1261 


Tel. • 
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actor 


Office: 


T-27, M.I.D.C. Indl. Area, 


20, Prabhadevi Industrial Estate 






Tarapur - Boisar, 


408, Veer Savarkar Marg, 


















Prabhadevi, Mumbai - 400 025. 












Tel. : 24602607 • Pax : (022) - 24602608 
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SANITARY, PLUMBING AND FIRE PROTECTION 
ENGINEERS, CONTRACTORS & CONSULTANTS 


Centre, 144, J.S.S. Road, Girgaum 

004. Tel 


83 


74 • 


Fax : 2385 52 74 • Email : dkshah99@hotmail 


AimiOmSED STOCKISTS 

# I h A In J!. __ a 


OF : 


m 


eta I Tubes Ltd. 


s of India Ltd. 




Steel lnd. Ltd. 




i' 




Lid 


Ltd. 


OFF. ■ 


E-Mail : molax 


f 


> 


-vsnl.r i ei jn 




Fax : 91 




- 22 - 23471685 


I 


i 


- 400 004. 





* 






70tt& 'Seat 
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AZEOCRYST ORGANICS PVT. LTD 




*• 




NANDAKISHOR S. BHIRUD (IVL PHA 








Director 






Read. Off . : 


15, Rajiv CHS, Jagal Vidya Marg, Gandhi Nagar, 


Bandra (E), Mumbai - 400 051. 






Works.: 

34, MIDC, Navade, Taloja, Dist. 
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Resi. /Telefax : 91 
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MEHK CHEMICALS PRIVATE L 


6, TTC INDUSTRIAL AREA, 
PAWANE, DIST. THANE 
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M/s. J.B. PESTICIDE CHEMICALS MINERALS CO 






Shop No. 6, J.J. Bldg., Ground Floor 

, Mughbhat Lane, Girgaum 

39/47, Tatya Gharpure Path 




Mumbai - 400004. 
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Admn. Office : Jyothi Studio Compound, Next to Kine Sixteen 








J 






Kennedy Bridge, Nana Chowk. Mumbai - 400 007. 
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Admn. Office : Jyoti Studio Compound, 
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High performance 
Trusted laboratory automation 
Backed by expert people & expert services 

DISTRIBUTORS FOR 

COULTER 

World leaders in Haematology 

ORGANON TEKNIKA 


SECURITIES TRADING CORPORATION OF INDIA LIMITED 








Regd. Office . : Krishna Chambers, 59, Sir Vithaldas 


Thackersey Marg 


UNIQUE 




I 


Marine Lines, Mumbai - 400 020. 


- Tips - Sample Storage vials 

From : 


1094 Dealing Room : 2261 0873, 2261 0878 
Fax : 2261 0847, 2261 1201 


Mr. Shrikant Kalmunkar 




UNIQUE DIAGNOSTICS & SCIENTIFIC 


UNIQUE BIOSYSTEMS 

Customs Colony, Military Road, Marol, Andheri (East). Mumbai 

Ph. : 28521412 • 28514736 • Tel Fax : 8223296 


- 400 059 
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104, SHREE HANUMAN, IND. ESTATE, 
42-BGD, AMBEKAR MARG, WADALA 

MUMBAI - 400 031. 
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GALDERMA INDIA PVT. LTD 


23, Steelmade Industrial Estate, 


2nd Floor, Marol Village, 


Andheri (E), Mumbai - 400 059 


Tel. 1 22) 856 1352/53 




Fax : (22) 856 1356 






Thyrocare Technologies Limited 




House, Opp. Tikuji- 


ni-wadi, Thane, Mumbai-400 607 


t umpany 


Phone: 022-589 0457 / 58 / 59 / 60 / 61 / 62. Fax: 022 - 589 0293 


Email: thyrocare@vsnl.com, visit 


: www.thyrocare.com 
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your regular Savings Account. In other words, reap the best 


of both worlds! What’s more, you get the convenience of a free 


(■ 


■I 


. you can say that again! 


+ ■ 


A/C and fo Non-Resident Indians who are eligible 


• All individuals eligible to open Sav ings 


Eligibility : 


Minimum balance of Rs. 5000/ 


(o be 


rules. Amount of Deposit 


A 


■ 


existing 


to open account as per 


1 


* 


Rs. 5.000/- and in multiples ot 


Minimum of 


4 


* 
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maim 
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#■ 


• The Fixed Deposit period will vary between 46 days to 5 years. 
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Rate of Interest : 


• As i 
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account. Other Features : 
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s on maturity is permitted. * Nomination 


Roll ovei of deposit 
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* In ,i 'fleet cities onh: 


Bank of India 


pt'OAff fit 
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.onionbankofindia.com 
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INTERVIEW WITH SEMMANGUDI SRINIVASA IYER 


by P. N. Krishnamoorthy, Hon. Editor 'Shanmukha 


P 


In an exhaustive interview, the doyen of teachers of today, I can only 


often referred to as of today's teachers have little respect fo 


r the 


Carnatic Music who is 
the Pithamaha, Semmangudi Snnivasa Iyer. 


; sanctity of music, and look upon it purely 


wide variety of a medium for making a living As for present 


expresses his views 

subjects relating to the history and the current day students, they appear to be treating the 
state of Carnatic Music. He says: study of music as a past time and those who 


on a 


ic even in its most ancient take to it seriously are doing so mainly for 


Carnatic music, 
form has been closely interlinked with religion. 

Sambandar, 


ii 


commercial purposes 
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If music were to retain 


its high 

and standards, there would be no dearth of 


Thirugnana 


Thus 
Sundaramurthy 


Nayanar 


the Gods and listeners. But when there is a steady 


Manickavasagar all sang on 

that tradition holds sway even today The deterioration of standards, there cannot be 
Odhuvars also sang the praise of the Lord in 
temples. Thus traditional music 

and groomed principally through the large number of singers with very few 

qualifying to be vidwans. During and after the 


has been a large number of vidwans Today we have a 


grown 


A few decades ago 
temple festivals and socio-religious functions 
such as festivals and marriages 
traditional music and dance as an 


medium of religion. 


had states of India 


su 


essential sustenance for many forms of art, princi 


music Subsequently people living in city 


element. Marriages were celebrated over a 
four day period and every day was laced with 

music by nagaswara 

musicians. The 


vidwans and other of music and musicians. Concerts by 

were arranged 


sanctity and purity of the prominent musicians 

ch periodically and this enabled the musicians 
to make a decent living. 


music was carefully preserved on su 


n those days, 


was no scope 


ocassions. 

for recording, which was a good thing (he 
laughs). In the present day 
considerable devalued. It can 


About sixty or seventy years ago, an 


concert would have an audience of 


be heard about three hundred. They listened to the 


with great concentration and respect, 


almost everywhere and thus may have 


music 


particularly so in the absence of electronic 


gained popularity, but has lost its sanctity The 


accent in 


on 


God given gift and it should not be 


rather than on voice is a 


attractiveness of appearance 
the quality of the music rendered. 

"Gurukulavasam along with l 


misused. Konerirajapuram Vaidyanatha Iyer 


Maharajapuram 


its traditional Madurai Pushpavanam 

in Viswanatha Iyer 


Ariyakkudi Ramanuja 


household Iyengar, Chembai Vaidyanatha Bhagavathar 


the old days served their guru 


s 


Sanjeevi Rao were some 


of and Palladam 


voluntarily with little or no degree 
compulsion. I had six or seven 


musicians of those days Today 


i 


mike has become an enemy or good music 

sing 


members of my 


at various times 


has become In these circumstances, the musicians 


household. Today, taped music 
the principal learning medium. In the present 
day world, doing the wrong thing has^^^^H 


and the audiences chat away 


In this context I would like to relate an 


II 


ned quality of incident The grea 

to Menuhin vi 


t 


the in thing. Hence the sustai 


was in 


music has taken a beating. If 


were 


with the Swathi Thirunal Academy of Music At his 


of the earlier years 


compare gurus 


ss 




the music that they are supposed to be 


reauest I sang the raga Sankarabharanam 
M music listening to. 


scale in Western 


In this context I wish to recall 


composition. Yehudi 

pleased with the rendering incideni A famous lawyer anci his sons were 

to spend three hosting a reception in connection with 


an 


Menuhin was very 
and expressed a desire 

months with me to learn our system of music 


a 


I did nottake his words too seriously as I knew was being held in a different part of the hall 


order that the musician may not be 


that the request was made more out of in 


He followed this disturbed, some people, as is their wont 


courtesy than anything 


were 


me whether I had any particular involved in an animated conversation A 


up by asking 


son 


of the family led the guilty persons out of the 


desire I said that I would like him to play a 


concert in the Swathi Thirunal Sangeetha hall by force and reprimanded them for 
Sabha with which I was actively associated 


disturbing the concert. 


The persons 


He left the matter to his wife who imposed concerned took the reprimand 

two conditions - one that there should be no because a well understood sense of discipline 
mike and two that there should be no entry prevailed in those days. If such 
or exit of persons during the concert. As there 


in their stride 


an incident 
repeated today, the results coulo 


were to be 


a sizeable white population at that time, 


was 


very well be imagined. 

"Another incident that 


we had a full house for the concert. I went 
round the hall to ascertain whetherthe music 

coulc be heard perfectly in every part of the 

hall. I was more than satisfied with the results. 


comes to my mind 

in this connection involves the famous 
percussion 


artist 


of 


yesteryear 

shinamurthy Pillai. He was like 




hundred persons can conveniently 
hear an un-amplified 

fifty persons can h 


commander-m-chief i 


a cutcheri, who would 
any disturbance from the 
On one occasion when Musiri 

the seven strinaed HaSThlTh^ lyer W3S sin 9' n 9 in the Gokhale 

ingea Hall, the tham avarthanam had 


n 


vocal music 


only about not tolerate 


ear the natural sound of 


a audience. 


violin. This i 


is the reason why the famous 


hv a fJr for,l ? e Veena ' '* can be heard only and there 
by a few people until Balachander 

with his contact mike. Present dav 

keep the mike 


commenced 


some disturbance from the 


came out audience. Pillaival j 

|jgsicians and admonished 


immedia tely turned to them 
them with the words ’Do 


so close to their 


mouth that have 

seem to swallow it (laughs) 
such conditions the music is no logger 

Mani Iyer and I i 
the mike. 


you 


they almost 


any gnanam? Did 


you come here to 


to the music 


or to chat? 1 No one in the 

any objection to this 
- However such ^ 
musician today would have eli 
reaction from the 

Semmangudi 


audience 


music but noise. Palghat 


took 


a 




a protest from a 

a violent 


But 


were of the view that 

J audiences in the 


of 


crowd. 


of the 
pay us the kind 

used to receive i 

we said that 


mike, they could 


not afford to 


of money that 
days. Altough 


on Chembai Vaidyanadha 


in 


Bhagavathar. 

"Chembai hat 


we would be 


Perfectly willing 

idea did not gain ground. F 


ve 


such a great voice that 

a silencer rather than 

gandharva r 

possessed and 

In the forseeabl 
great bhakta who 


the he needed 


ven when there i 
I am of the 


a mike. He 

saareeram', which 

1 no one is likely to 

e future. He 


is 


possessed 


a 


the sound level should 


view that 
nof >e more than what 


Possess i 


. . would discer 

hearing distance 


he is within 
singer. Audiences 


n 


was a 


shed his 


of the the 


mortal coils with 


name of Lord Gu 
s His first 


seem to be 


in their bei 


n on his 

occurred 
m Kerala. 
was a great four hour 


n 9 recognized 


and last 

in.he same locatm 

His final 


a nd their j 


Performance 


n in 


Perormance 
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one at the end of which he returned to his These th 


place of stay and had an anaayaasa form the present Sabha 


have never seen a 




n my 11 


. in 


ns 


I 


of the ir time for th 


a 




s 


H 


pleasant uneventful departure from this development of the Sabha 


with 


to its pr 


sent 


r 


great soul like him, I am confident that he general and the 


in 




ripe old age of ninety-five which I believe no workers 


If 


' 


In a 


e Dikshitar Krithi 'Sri 


t 


I 


fT 


4 


I 


It 


In fact when I was invited to Mumbai, I Mahaperiyaval It 


is 


a 




had originally refused to come. But on being writing I have been 


associ 


a 


pressurized by close friends 
Shanmukhananda 


came here. I ami very that 


in 


f \ 


happy that the function went off very well 

The Shanmukhananda Chandrasekharendra I have 


Saraswathi auditorium looks like 


common man. I 


was the architect of Devaloka 


n 


l 


(1 


In 1933 there was the Sangeeta Sabha. Shanmukhananda 


orga 


s 


Then came the Fine Arts. This was followed the hope that 


the Shanmukhananda Sangeetha Sabha furth 


if 




er 


1 
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APOORVIKA 


A Compendium of Rare Compositions in 


Karnatic Music 


by V. V. Srivatsa 


r 


Kalas' Music or Sangita was known 




arts - 




r 


as ’Gandharva Vidya’ and as 'Sangita Kala 


« 




r 


The Indian concept of Music was that it had 




% 


>i 


two aspects - one 

other, aesthetic. Science relates to intellect 

and art 


aspect and the 


TSTT 




II 




emotion; 

characteristic commonalities between 


there 


to 


are no 


t 


science and art Science is impersonal and 


Preface 


universal, art is personal and individual - with 


The Highest Truth, the Ultimate is 

immutable and transcendental. The term 
transcendental' signifies something brought 
about by cognition. In Kantian philosophy 
transcendental cognition is called a 'priori 


ample scope for originality Lakshana is the 


science content of music and ‘Lakshya’, the 
art of music Lakshana is for codification and 


i 




standardisation, while Lakshya is the soul of 




the art. Music is fundamentally an art, using 


- meaning something which has scientific systems 


knowledge’ 
to be experienced. Knowledge comes, apart 

from native intelligence or intuition, from Prof. R Sunivasan observes 
experience, as well. Memories of pain and 


Indian music satisfies the heart and mind and 


■ 


goes deeper down into realms where emotion and 


agony and ecstasy, fear and fun 


pleasure 

stemming from experience, cannot be erased 


t 


I 


or emotion, it sublimates emotions into i 


Non-dualism 


from the mental plane 
Adwaita, holds that manifestations are unreal 


* 


super-impositions, used only to facilitate 
perception. The 
Chapter VII, dealing with experience - 
Vignana Yoga : 


II 


in bliss 


Spiritualism and music go in tandem 


Karnatic Music Tradition 


The Lalita-Sahasranama starts with the 


* 




alphabet 'ka\ with the Nama ‘kakaara-roopa 
HHI . Ka is the first consonant^^^^B 




* 




: i 


Kalyant 


codification follows the 'Katapayaadi' system 


Unless we experience something, we shall 
not realise it. 


region between 


If you think of a geographical 

two 'Ka's 


it is Karnataka In ancient tradition 


* 


the 


the first ka alluded to River Krishna 
Northern boundary, with the second ka 


i 


Music : An Art or a Science ? 


ifying the River Kaveri as the Southern 




The embodiment, the manifestation of Sl 9 n 


While the Northern boundary has 


limit 

remained static, the Southern limit nowadays 


the primordial sound Nada, is called Gita Gita 

is the process of sound production. Harmony 

in sound-production leads to Music 

means, to create. To create 


i 


extends to Kanyakumari, the 

territory still remaining Karnataka 
Music in vogue in this 
Music. 


n 


seas the 


Sanskrit, 'Samyak 


i 


territory is Karnatic 


Gita is Samyak + Gita, that is 


I 


also considered a 


an art par-excellence, is 


science Vedic thought distinguished between Indian musico-musicological tradition 

sixty four dates back to the Vedic period. Recorded 


I 


the fourteen sciences - 


sc 


% 



time-span. Karnatic Music covers 


bifurcation of the Indian system into the 


Utiaradhiya (Northern) and Daakshinaatya six centuries 


or into Hindusthani and 


(Southern) 


and rare 


systems dates only to the 13th century A. D compositions, This presentation 


Somanatha 


Ramamatya, Vidyaranya 


with rare 

Ahobila Venkatamakhin, Tuiajaji and thematic content, with rare Bhava, in rare 
Govindacharya are Lakshana- Kartas of the Ragas and set to rare rhythmic patterns 

Karnatic tradition. Karnatic music was well Since it is composed of rare components 

insulated from exposure to Islamic influence title, 'APOORVIKA^^^^^^H 


* 


P 


the 


8 


I 


Hence, the pristine purity of Indian tradition 


Akin to the sixteen ritualistic 


offerings 


Music The tripods 


is 


seen in 


during worship the Shodoshopach 

have chosen 


on which the Karnatic system is 


are 


si 


compositions for 

- Factors 


Bhava, Raga and Tala 


i 


presentation 


in 'Apoorvika 


♦ 


The term 'Bhava' 


influencing the choice of these 


« 


Bhava and Sahitya Bhava. Sangita Bhava 

the scope of musical expansion, like 
Sangatis. Neraval, Kalpana Swaras etc; while 
Sahitya Bhava refates to the thematic IB 


are as 


si 


3 


p * 


* * i 


* - ■ 


5 


■ n ■ 


¥ + i 


P 




a as 


chosen for Tala 


a combination o; sounds beautified 
which thrills hearts of listeners. 


2 


i»i 


1 


i * 




1 


■ i ■ 


of 


notes, Swaras. Swara 
Shruti. Tala 


s are based 


16 


on pitch 


i 


in 


sought to cover 


Karnatic tradition holds Shruti 


a wide 
ara. 


■ * 


as the 


and Laya as the father 


1 


I 


If 


First Composition: 


n 


Godhead 




as Devi, is 


I 


as 


- one who enjoys Bhava 
bhava 


Raga and Tala, 


#■ 


vicnandrika ) 

is one of the first - 


* 


's the life of 

rendered without 

be a 


a Raga and 


a Raga 


medlev nf appr ° priate Bhava will 
neaiey of sounds 

emnK Seen Wh6n part 'Cula 

emphasised. The 

rhythm 


series of 
b V Muthuswami 

1 Kritis, eight in 
encmg with Sri Nathad, 


A Raga 


i 


theAshta- Vibhakti 


are n u m 


r 


3 


arna.TTr ls set to Gu ruguho 
arnatic Music is 

Bhava, R a g a 
+ Ta, it is the 
The Trinity of Ka 

identified wi 




• Laya. K 




rnalava Gowla) This 


combination of 

Bha + R a 


a 


sition, the last 


of this 


Tala, of obei 


* 


is an 


to the 


Bharata 


the Guru 


t 


* 


lta ~ Siddhanta the 


’ i rnono-the 


is 


so 


seen in 

effects of 

s hitar 




Tyagaraja 1 
Ragas 


m this 

amazed 

of this 


r 




s 


I 


IS suhr COntent ’ Sahi( ya 
JS sublime 


are best 

°sitions , 


P 




in 


a 


t 


thmic 

Shastri 


r 




a Guru 
to material 


I 


I 


s opens 

spiritual 




an 


s 


and 


i 


— - 


1 






T 


a large 


1 1 


'TB fRPi s%\ 




II 


descriptions of Iswara It's Manifestation and the lower self. 


Graphic and allegoric 


the Guru, in this song, are indeed delectable. J' va 
Yoga, the effort to attain a goaf, is taught by 
the Guru. Ignorance, like darkness, is to be 
dispelled by illumination. At the start of the 


r 




r 




i A 


tan 


Yoga, this illumination is soft, not profound 


arya's 


The Guru sheds soft-white-light, in illustrative 


commentary on the Brahmasutras 


S 


i 


in 


s 


1 


terms, like the moon. The moon reflects sun's song, in respect of the four pre-requisite 
rays and the Guru reflects rays of the qualifications needed to 

Brahman. Please recall the passage from the the Truth. 


Taittariya Upanishad 


r 


r 


a. 


'' 


■ 




.1 


r. 


v 


r 


r 


# 




Dikshitar refers to the Guru's reflection 


r 


m 




r 


m 


of the Truth by the term: 






A 


o 


*>. 




r 


n 


e Yoga is the effort to seek release 


error TTRRT TTPH 




from ephemeral 


imitations, Bhoga 


an 


is 


enjoyment which ensnares one in material 


a glimpse of the 


traps. Bhoga has to be experienced to know (Jlti 


imate 


a, in 
the terms 


ra 


unreality - without which the superiority of Adwaita by reference to 
Yoga is not seen. Yoga and Bhoga pervade (Red) and i 

in tandem. The Guru imparts in a concurrent Pravrutti of the G 
manner, both Bhoga and Yoga 


(white) in the Charana - 


into spectral colours, one end of the 


spectrum will be red. The truth is integration 
of the red into white. 


WT Trtrr 




I 


Dikshitar's 


The Guru is a great researcher into genius is seen in the expression 
Vedic truths, one who has practised Agama 
Karmic duties, to perfection. Note usage of 
the term 'Anusandhana' (Research) 




V 




On an Amavasya, the Sun and the 


Moon rise at the same time Amavasya is that 
precise moment when the Sun and the Moon 
are in the same line, when viewed from the 




Earth. In Amavasya there is integration, only 


The Guru is the embodiment of bliss 

Ananda - Rakta 


one entity (the Sun - Moon is not seen) only 


! 


1 


8 


totally detatched 


yet 


one Truth, only Adwaita. This is the pinnacle 


r 


i 


1 


i 


■ 


i 


whose contact with the world is like 


1 


of Adwaita! No 


water on a lotus leaf. 


expression, indicative of the intellectual and 


The beauty of this composition is seen 


philosophical felicity of Dikshitar. 


from the fact that Dikshtar deals with dualistic 


What is there in a name? In Karnatic 


* 


like Yoga and Bhoga, Chandrika and 

Prakasha, Rakti and Virakti in the Anupallavi. 

while in the Charana, he deals only with 


Music we have the same name for different 


Ragas. Some examples are 


Adwaitic 


Bhoopala (with Sadharana Gandhara) 


non- 


The Guru does not distinguish between 


the lower self ( Jiva) and at the Higher Self Bhoopala (with Antara Gandhara) 


(Brahman); between Atman, the Truth, 


(> 



SHANMUKHA - 


this song. The best Muhurta for Brahma 


KalavatifJanya of the 16th Mela) 


in VenfJtamakhin's scheme) Vichara is the Brahma-Muhurta, just befor 


G 


C 


day-break The Raga to be rendered then 
has to be an Udaya Raga. This Raga 

the correct one 


have two versions 


Simifarfy 
of the Raga 


Udaya Ravichandrika 

Enta 


is 


P 


with 


* 


1 


Tyagarajaswami s 


f 


the Kakali Nishada, used by Dikshitar i 


Nerchina' in Raga Suddha Dhanyashi Many 


in this 


composition 


hold Suddha-Dhanyashi of this song to be 


Need there be further proof to establish 
the musical genius of Muthuswami Dikshitar? 


identical with the Raga 
Dhanyashi, Saveri, Bhairavi are Swara- 


Scales-the scale for Dhanyashi being Sa-ga- 


Second Composition: 


ma-pa-rTsa If this scale is used either in the 

20th or 22nd Melakarta Raga, we will get the Krishnanda Mukunda 

Raga used in the song 'Enta Nerchina’. It will (Ra ga-Gowfipan tu) 
be proper to give this Raga, the suffix 

Dhanyashi’. In Tyagaraja’s scheme, Suddha- 

Dhanyashi is a derivative of the 20th 


The Krishna Cult is mdigeno 
alien to Adwaita. Surdas, Mirabai 


us and not 


I 


and Chaitanya Mahaprabh 
; Krishna-Bhaktas Even 

like Lilashuka, wrote* 


Melakarta Raga In Venkatamakhin's scheme 


u were great 


a staunch Saivite 


the same Raga is got by using the Dhanyashi 


■ 


in the 22nd Melakarta Raga Dikshitar 


between ’Suddha Dhanyashi 
Raga and Udaya Ravichandrik 


l 






# 




* rT* 




a. 


a' Raga. 
is seen in Dikshitar's 




Suddha-Dhanyashi 




r 


ii 


* * 


ena 


r 


a popular 

in the Raga-Mudra 


X 


I 


I 


passage, h 
Shuddha Dhanyena 

Which Raga 

Ravichandrika? The 

Raga Dh 

Melakarta 


r 






r 




1 1 


il 


(Though born a Saivite de 


is the correct Uday 

- Shloka of 
the 9th 


I 


a- 


mcantation of Shiva 


I 






dwells only on Krishna ) 


r 


uni-Bhinna-Sh 


adja 


f 


Madhusudhana Saraswati 
the Kamakoti-Peetha 

who dealt 


's given below 


ft 


I 


X 




and a great Adwaitin 


% 


in great detail with Niraka 




■% 


ra 


x. 


r\ 




r 


concluded his commentary 
observation that there i 

Krishna: 




I 


with the 
greater than 


I 


« 


■ signifies that this 


to be sung at 


•s a Raga 

that it 


Udaya R aga S ,; be,0re day - bre ^ 


1 


we apply the Dha 

ma-pa-ni-sa) to this 


scale (sa-ga- 
get a Raga, a| 
called Udaya Ravf 

have the Kakali 




n 


we 


r 


* 


I 


fe 


i 


X 


d ■ 


I I 


I 


> 


a Howeve 


i 


adashiva Brahmendr 


r, it will 
e 9th 

of the 

is one 

not the 


from th 


a. 


another 
sed pieces like 
Bhajare Gopala 

and Gayati Vanamali 


Adwaitin 


and not the Kai 


Nishada 


i 


II 


Broohi Mukundeti 


II 


a The real Ra ga 


M 


with the Kak 

superimposition 


M 


M 


1 


m . 


Vanamali 




a 


II 


+ 


Th 0n Suddh 

i he theme of Diksh 

's the Brahma h 


1 


are well known 




i 


Dikshitar belonged to 


itar’s 


i 1 ion was 


n 


opicfs 


a Krishn 
Devata’ lik 


* 


a- 


too 


. though he had 
raja ano Shyama 


'tar refers to 'Su-Muhurt 


< 


no 


i 


• I 


good-time 






ln Shastri 


02 
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-ni-pa-ma-n-ga-ma-n-sa 


to the fore. He uses the expression 

to signify 

had 

Ms the Rasa-Lila 


is 


ra 


is 


in 


i- 1 


I -Var 


Trishna' (to rhyme with 


I 


Avarohana It is the 




* 


desires akin to a mirage. The 


that imparts Ranjakatva to Gowla 


no desires. One re 

from the Bhagavata-Purana. The 


is 


passage 

incarnation of Krishna, a Poorna-Avatara, is 


m-pa-ma-ga-n 


deemed as the ultimate Vaishnavite Form - 


The Gandhara-Vakra is not implemented The 


i 


In the passage 


arjuna 


Bhanjana', of this song, we find an echo of 


the Prati-Madhyama in the Sanchara 


Vedanta Desika’s 


a- 


pa-pa-ma- 


-ma 


r 


» 


r 


The drop from the pitch of Suddh 


a 


X 


r 




# 


Dhaivata 1 562 to the 


evel of Suddha 


described as the Moon which Madhyama, 1333 


arose from the sea of the Yadava race: 


Madhyama with a level of 1 406 


is used 


instead. The use of the Prati-Madhyama in 


» 




this Sanchara, echoes for a fleeting moment 


If Rama is Ramachandra, Ravi Kula 
Soma, Krishna is also Krishna-Chandra, 


Raga Pantuvarali 


the Prati-Madhyama 
counterpart of Mayamalava-Gowla Hence 


i 


Here again, we are reminded of Vedanta 
Desika's 


the name. Gowli-Pantu 


titled 


magnum-opus 

Yadavabhyudaya’. In the Raga-Mudra 
passage 'Gowri-Paantha', Dikshitar alludes 


schools deem Gowlipantu as a 




Bhashanga Raga 


ft 


swara 


Gouri's consort Above al 


to 


iva 


1 




Raga What is the judicious limit for usage 


? 


Dikshitar's 

this song, reminds us of the Bhagavata 


stress on the Keshava name in 


The 




pronounced 


is 


usage 


in 


■ 


Shyama Shastri’s Tarunam Idamma’ In the 


f X 


X 


r 


# 


r 


Lakshana-Gita by Venkatamakhin 


we 




is a Raga which was 


and once :n Javadi W'e discern liberal u 


by the Trinity-Tyagaraja. Shyama 


i* 


and Muthuswami 


Dikshitar We 


ri 


in a 




have four compositions by Tyagaraja - by Subbarama Dikshitar 
Mosa Pogu 

Ramakrishna 


the 




1 


to be 


i 


* 


Enta Papiniaidi 
and the popular Tera 


Rama emphasis on Prati-Madhyama 




P 


1 


I 


I 


I 


by 


Dikshitar's Kriti in Raga Gowlipantu has 


rna 




Nannu Brovarada 
Tarunam Idamma 


1 


Purahara Jaye' and on |y 0 ne passage with pronounced Prati 


I 


i 


I 


1 


all set to 


u 


I 


ipantu Raga This is the solitary school of thought Hence, the uniqueness 


in 


i 


composition by Dikshitar 


in musical terms 


1 


and Gowlipantu are both (_akshana - Shloka of this Raga 


owia 


is 


* 


have identical notes 


X 


X 


: I 






ascending scale, the 


in 




X 


s 




\ 


f 






being 


i. 




■ 


ri-ma-pa-m-sa 


Note the words Giyate 




is: 


<G 



of playing the Dhaivata 


to Rishabha In 


i 


* 


' 


» 


once again the Panchashruti Dhaivata 
Sthana has to be used. Subbaram 

Dikshitar's views on this being treated 


At/a Ba/ukudu 


a 


as g 


Sampoorna - Raga are found in the Lakshana 


Raga which is 


Shloka itself 


Deshiya Raga, a Raga with a folk-music 


is a 


f 


r 


liberated, democratic Raga. Free 




# 




origin It is a 


■ 


i 


use of Swaras is seen in this Bhashanga 


One great feature is the liberation 


Raga. The same Swaras appear in di 
forms. The Gandhara sounds as Sadharana 
Gandhara in some prayogas and as Antara 


* in 


a spiritual sense too' Some 


consider it as 
originating from Harikhamboji, the 28th 
Melakarta; some others 


const 


Gandhara on other occasions. 


a 




derivative of Shankarabharanam 

Melakarta. Athana 


the Gandhara does not touch the Antara 


i 


is Raga with derivative 


Gandhara level and ends as a Kampita 
Swara, Once again the Dhaivata, a 
- Swara in both the Arohana and the 
Avarohana, touches the Kaisiki 


Deergha potentials of Hari and Shankara. It i 

symbolising the HBHHHHH 

Nishada Shankara and Narayana. 

indeed! 


is a 


unity of Hari and Hara 


i 


A great Raga 


level, on some occasions. The Gamaka - form 


called 'Vali' is best seen i 


The essential Rasas 


in the Deergha 


generated in 

of Athana are Roudra Rasa and Vira 
between the two Rasa - Swati Tirunal has 


Gandhara and Nishada, while the 


Gamaka 'Jaru' is seen in 
Nishada Swaras used 


used this Raga 
elegantly in portraying Sringara with Roudra 

and ' n Padam Valapu Tala Vasha 

s Kriti 


The free use of the Kaisiki Nishada 




ma . 


the Kakali Nishada characterise 


t 


Sri Kumara Na 

. , . is important, nowadays popular. The Ata-Tala Tana Varna 

, n ,e 9 ra I If Kaisiki Nishada is 'Sri Sri Maharaja Shruta 
considered integral and Kakali 


ir 


tf 


gara 


Which of these Nishada Swaras 
which is i 


j 


s 


F 


composed by 

is seldom heard. Other 


Subbarama Dikshitar i 


Nishada 


RaQa wil1 be a deri vative of unheard 
the 28th Melakarta Raga. If Kakali 

' s taken as integral, this Raq 

derivative of the 29th Melakarta 

ls a disputed matter The 
Dikshitar 


* 


i 


i Raja Raja 

Dala Netra 
Maharaja and 'Palay 


i 


1 


Nishada by Subbarama Dikshitar 


I 


I 


I 


a by Kumara Edapp 

. This Parameshwan 
Subbarama Dikshita 




a 


a 


V 


Krishnaswami Ayy 


a 


r composed two songs 
the Jiva "Tyagarajo Vi 




points out that Dhaivata 


in 


s 


a - 


Swara 


It 


o 


ing to the Siva- 


1 


proximate Navavarna 
wherefore, the Kaisiki Seshaq 

considered 


t0 the Kaisiki Nishada 
Nishada should be 
Swara. Subb - 


I 


r 


Kriti, 
used many 


integral "Bnhaspate 


M 


Dikshitar ha 


Jarama Dikshita 

in’s c 


s 


upholds Bhashanga Ragas i 

under the will he by 

Raga? Never 


r 


ihcation 


I 


Subbarama Dik 


s, "The 


' ;sage of many Swara 


I 


s m 


i s output in this R 


Ra ga, renders 


in 


■t fit i o be 

rather tha 


I 


I 


is 


'OUS. Of ten of his 

Anupama 

Narada 


Sampoorn 


r 


asa compositi 


a Raga 
ga Raga 


ons 


m Athana 


H 


n as 


a 


IP 


f 


. II 


tl 


II 


P| aying this 


t 


Gana Lol 


M 


r 


t( 


Ee Paapam 






an When plucking 

has to 


and "Chede 

Mummurtulu 


u 




II 


the Gandh 

ai p anchash 

descend 


■ I 


* i 


and 

'onally heard. The 


if 


Pull the 


4 


Jesi 


string 


: it 


* 


are o 


Rishabha Sthana 


ruti remai 

ar >d "Atla Balukud 


a nd then 


if 


M 


t 


Bhajana Seya 


1 1 


1 


it 


u are rarely heard 
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Atla Balukudu" reflects the anger and 


If 


■s 


s 




* 


ft 


in Tyagarajaswami’s mood. 

The composer pleads helplessness at the 
unpredictability of Rama 

says, is capable of both rocking the cradle 
and of pinching the child therein. Rama can 


# 


■ 




r 




v 




- who Tyagaraja 


i* 


ish wrong-doers (Dushta-Nigraha) by 


puni 






*. * 


V. 






destroying them and grant longevity to good 












V 




7TT 


persons (Shishta-Panpalana). Which way 

in respect of me? - Tyagaraja wonders 


will 


<9 


m 


he go 

However Rama all-knowing, all-pervasive 


1 


1 




knows what is best. So, it will be prudent to 


i ,fi '. 


Tyagaraja declares 


S 


surrender unto Him. 

Rama as the dividend for devotees, as 


i 




f 


Bhakta-Bhagadheya. This composition 
relates to the doctrine of Surrender to Divine 
Grace, better known as the Saranagati 
TatvaV 


r 






i 


n 


filigree-nuances 
Sangita Bhava apart, this composition also 
portrays the grandeur of Vilamba-Kala, of 


Musica 


r 




* 


grace 


s 


<\ 


* 


I 


1 


t: 




r * 


ftk 


# 


ft 


s. 


4 


s. 


Fourth Composition: 

Dalachinavaaru 

(Raga-Dhanyashi) 




# 


*> 


References are also found in the 


m 


mentioned earlier, is not 


i 


1 


Kalamdhi and Sangita- 

le is applied to different Melakarta Chandrodaya as well as some more in the 


Swara-Mela 


a mere Raga - it is a musical scale When 


this 


Ragas, different Ragas are extracted Thus 


i Ratnakara lists only Rishabha as the Varja 
* Swara in the Arohana! It would then be a 


have Dhanyashi, Suddha Dhanyashi, 


we 


Maruva-Dhanyashi etc. The term 'Dhanyashi 


is normally synonymous with the derivative 

of an Upanga Raga of the 8th Melakarta 
Raga. 


both Deergha and Kampita forms for the Jiva 


Swaras - Gandhara and Nishada One can 


Differences of opinion are the bane of 
Karnatic Music. Each school of thought insists 

r example 


long in Sanchara with Panchama 


the 


dwell 


Nyasa 


e 


ra- 


ihat its views are right 


. Prayogas are 


H 


Venkatamakhin takes a tan 


gential stand that 


- pa - ni - ma - pa 

and 


- a 


m - 


aga, Natabhairavi, with 
as the 

ubbarama Dikshitar, in all fairness, pa - ni - sa - dha - pa 
disagrees with Venkatamakhin's views 




4 


ft 1 


Rishabha 


in it. 


Anya-Swara 


- a 


urs classification as an Upanga Raga of 


the 8th Melakarta 


its Nishada Moorchana by Graha Bedha will 


This is an ancient Raga with 


be Sala« |a-Bhairavi This Raga is considered 


textual references: 
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t 


Mangalakara 
Rasa generated is 


ii 


Gajendra-Moksha. The answer to this 


Bhakti-Rasa or devotion 


be 


widely used in dance 


This Raga is 


I 


' 


and Padyas- found in a Devaranama composed by Sri 


in rendition of Shlokas, Vruttas 


Purandaradasa. Vaikunta, the Abode of the 


Dhanyashi, verily, is a legacy of the past 


Annasami Shastri, the grand-son 

Shastri composed just was only one call away 


p i 


Onde Koogalate 


M 


illustrious Shyama- 
twelve songs - all ol 
esteem by the cogniscenti 
is one of these twelve, 


K 




Kulashekara Maharaja 


r 


author of 


i 


p 


i 


i 


a mock-trial, holding 


in 


the Lord capable of saving his devotees but 
guilty of discrimination towards him He 
summons six witness to testify that the Lord 


Phanyashi. 


Fifth Composition: 

Onde ■ Koogalate 
(Raga-Kalyani) 


appeared to protect them, no sooner they 


beckoned Him once - the six witnesses be 


mg 


1 


I 


the Karnataka conceived in the term, Karnatic 


Music, i he contribution of Kannadiga - 


t 


f 


composers has been profound and prolific 


r 


I 


S 


•ft 


ft- 


were 


3RT: 


* 


best examples of combin 


mg 




\ \ 


Sangita, devotion and 
Narahari Teertha 
Haridasa 


Wf TTcfcT 




onwards 
- Parampara 


we have a 


1 


ft 


Ai 


comprising of 


i 


■C 




* 


1539) Sangita-Pitamaha 


(1484-1564), Raghavendra 

1671), Vijaya Dasa (1673 

(1 721-1762) and Jaga 
1800). Indeed, it 
terminated 


fT: II 


i (1600- 


1^35), Gopaladasa 


A 


similar 

Purandaradasa’s 

ssion 


theme js 


found in 


nnatha Dasa (1728- 
a P'ty that this lineage ex pre 

centuries 


: evaranama. 


His 


Tarala 
indali Ninda 


ii 


Prahlaadage 
reminds us of the 

gave 


two 




Tyagarajaswami 


5 resjiaet for th e H a ri d a sa s f °rt u n 
as can be 


M 


P 


e of that pillar, which 


,s well-known 


I 


* 


to the 


m the Kriti Lord, the 

being: 


P 


It 


u Vedafe" 


Tyagaraja 


, in 


Abheri-R 


pi 




ii 




a 


I 


in 




na 




Purandaradasa 


no prai 


Kagha Raajuni 




- no 


He is the "Pitaamaha 


I 




of Karnatic Mus 




ic. There are i 

twenty-six Devaranama 
anda-Ata T a | 

composed 


M 


atleast 


(Old the ki 
(carrying you j . 

fhe infinite 


set to 


s 


t 


a. 


arna Shastri has 

nanHaKk ■ . . • jm ' Pammanave 

ancf Mangala-KritT r - Vl) Khanda - Ata and a 

set to this Tal 


1 




a Varna 'Sa 


only to show 


P 


i 


•* 


nkari' (Kalyani) 


I 


k 


a Muthuswam 


ikshitar 


i 
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composed three Khanda-Ata Tala Kritis 




ugh other 


Khambhoji 


Raga 


alone 


in 


and in recent 


Kamalaambikaayai" (Navavarna), 

and "Sri Valmikalingam 
This linkage between Khambhoji 


It 


If 


Kashi times, through Seshanna Sadash 


n 


■ 




M 


ar 




and Kuvempu. Really speaking 
Khanda Ata Tala is inexplicable. The fourth Bhagavatar belong 

Kriti, in Raga Pharaz, is the Navagraha Kriti, 

Sri Shukra Bhagavantam 


Muthaiah 




s 


re 


thematic content 


II 


If 


motivate the inclusion, the choice of 'Onde 
Koogalate' i 


Surprisingly, we do not find any Kriti 


the Apoorvika- 


“i 


»■ 


composed by 


r 


i 


rajaswami in Ata Tala A 


paradox, indeed 




PAM 




I 


m 


J 


■ 


! 




s 


fa 


D. K. Pattammal speaks : 


■i 


A 


a 


■ 


now 


si 


f : 




■ 


i; i 


B 


various 


and technigue in our time 


p 




i 


/ 


l-J I 




m. 


»» 


I 


% 


4 


1 


*n voice reverberated at ro 


the halt witti pmity 


■ 


t C 




y 


■ 




inimitable sense of humour 




% 


m 






i 


au 


\ 




j 




Slow tempo and emotion-charged 


raqa rei 






r 




\ 


\ 


■ 


ura i 


m 


r 


l 


ique 




rf 


h 








i 


■ 




S 


■ 


■ 


* 


Famous for his ability to mesmerize listeners v\ 


ram 


M 


|J 


is mtisii 






H 






A 




r 


> Vf) ct 


S 


Ii 


i 


p 


% 


- 


ft. 


■» 


■■ 


I 






G N B 


Had a great following hero-worshipping his briga style 


i 






■ 


■v 




ft 


* 


m 


clarity in incredible speed 




\ 




A 




I 




S 


revered as a 


■ 


tin 


* 


* 






A 


% 


b 


n 




a r 




ft 


r- 


L 


3 


s 


v 


Revered by all of us as (tie author of the architectonic 




of 


i 


i 








n. 


Jt 


i 




\ 


T, 




A 


ft 


*, 




i 


I 


% 


i 








1 




I 


S 


a 


& 




■ 




5 


: Gieat imagination 






Purity of style, in handling padams Unsurpas 


id 


Biinda & Mukta 




M 




A 


m 






a 


These colleagues of rnme are in the forefront of the musical world because they 


■ 


A 


? 


V 


A 


S 








; 




A Am \noihei ( iar and 


■ r 


A 




s 


I 
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A 
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r 




Souvenir 2003 


SHANMUKHA 












r . 










4 


Our Best Wishes 


Sril 










* it V 




jT 


i 


\ 


( 


/ 


Id 










/ i 








w Wfi 




□ Consultants for Special Structural 


repairs 


□ Registered Valuers 


House, Plot No. 177-B, 

Mumbai - 400 071 


Road, Chembur, 


■ 


i 


2528 8292 




* 


1 


Fax No. : 


2528 8993 




.com 


SHANMUKHA ■ 


-BLAZER 'BARD' OOTHUKKADU VENKATASUBBIAR 


★ 


TRAIL 


by Dr. Sulochana Rajendran 


who is believed to more was lying dormant There was a certain 

- for what reason one does not 


Venkatasubbaiar 

/e d in the latter part of the 1 7th century, hesitancy 

qreat Vaggeyakara of the order of know - 

M sa jd Semmangudi mystic bard had bestowed on the music world 

Even stalwarts like T. V. Subba Rao and 


1 1 


have 
was a 

the 

Srinivasa 


in bringing to light the treasure the 


1 1 


Music Trinity 

Iyer in his 

recently published Uttukkadu Palladam Sanjeevi Rao. who in the 'seventies 

wondered how the music world missed "such 


fl 


Commendation 


it 


Kamakshi Navavarana 

Sahitya] 


Venkatasubbier's 

[A Study of 


se years' did nothing 


by a rare treasure all the 
beyond lip service. 

Perhaps the 

belonged to predominantly being 
the Bhajana Sampradaya and the profusion of 

rhythmic lilt in his creations led musicologists 


Krithis 

S Sankaranarayanan. That certainly is a 

utterance’, coming as it does from 


age Venkata Kavi 


precious 
the senior 

fraternity who is hailed by one and all as 
Bhishma Pithamaha of Karnatic music. 

the bard of 


most, ripe-old titan of the music 


and historians sideline him from mainstream 


Venkata Kavi, as 
Oothukkadu has been familiarly referred to 


Vaggeyakaras. Another reason could be lack 

prolific of recorded evidence 

of handicap with the pre-Trinity period 

has come to us is from Kama-Parampara 


that was a main 


(I 


II 




has been an 

composer in terms of variety and range 

compositions, in use of Ragas and Talas 

articulate is 


is oral tradition And like many other creative 


and 

embellishments - in short, a mystic trail-blazer; 

but one who has been denied his due in the compositions are the only 


beauties 


aesthetic 


of this tradition, Venkata Kavi’s 


living evidence 


of his genius. 

A Naishtika Brahmachari, he was a 

Bhakta. who poured his devotion 


lineage of "Musical Greats". 


Born to Ramachandra Vathular and 

at Mannargudi, Venkata recluse, a 
period is anywhere between the latter in songs of ecstasy and agony. He 

century and early 1 8th century none [save 


Kamala Narayani 
Kavi's 

half of the 17th 
that heralded tn 


at the initial stage] nor taught any 

the words of the eminent He was an Ekalavya. He sang in solitude and 

Rangaramanuja Ayyangar, composed in trance A Nagaswara i wan 

Rudra Pasupati, learnt them on the sly 

brought them to light We also learn that his 

noted down 


musicologist R. 

the Crimson Dawn" prior to the Golden Era 

approaching 


it 


and "a prologue to the 
symphony", Venkata Kavi belonged 


to the elder brother, Kattu 

and passed on to 

daughter. R. R* Ayyangar records that 


ar, 


scions 


evidenced from his some 


post-Tulsidas period as 
own Naatai 


his 


Saptaratna Kriti, Bhajanamruta 
Paramananda, [Tulsidas's was 
17th century ] Some sources say 
span was 1700-1765. It is l _ 
he died Syama 


all preserved in palm-leaf 


first half of Kavi's songs were 


earthern pots and passed on 


Kavi's life- bundles kept in 


recorded that when through seven 

Needamangalam 


Krishnamoorthy 


Sastri the eldest of the Music to 


Trinity, was three years old 


Brothers 


until the latter half of the popular Oothukkadu 

of Venkata Kavi’s Muthukrishnan and Rajagopalan [of the / th 

his generation] to propagate the bard 

in their full-fledged glory 


But it was not 


20th century that some 

creation surfaced. Raasa Ganam, 


s 


Ishta Devata, Krishna, compositions 


compositions on hts 

that the people heard of then. Much 


The music world may have 


was all 


2(H>r orgamseil h 

Sahhii. 




At lev* Jo i* pic.scnteu n* ■ | 

Slianimikhanandu hue Arts 


l 


* J'apei 


S.mpccllu 


Sri 
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Pattu, Chindu etc. He 

handled Ragas of a wide range handling 

Rakti Desya and ancient Tamil 

ragas like 

Lalitha 


Virutham, Kalyana 




hesitating to put him in par with the Music 

out forthright, 


him 




rnnity till Semmangudi came 


i 


1 


mentioned earlier. But his songs 


t 


I 


There were rare 

l Hamsakeervani 

Kannadamaruvam etc. 
i Umabharanam and Manji 


more hsn Panns. 


structure, musical finesse re\ 
what records formally convey. 

One thing that can 

his creations was that he 
Bhajana Sampradaya 


Rasamanjan 


f 


■ 


Gandharvam 
kept' the chain of Amrutavarshini 

K • his compositions. So does 


1 


1 


unbroken, while at ne figure 


m 


i and Takkesi of ancient Tamil 


Puraneermai 


same . 

classical tradition that was evolving into a fine Panns 
classical art 


He was at ease with any Tala. Khanda 


In fact 

strengthened the link in 
between the medieval and the modern 


Dhruva. Khanda Matya, Sankeerna Matya 


l 




flowed as easily as Adi in his compositions. 


in handling Sangathis, Solkattu 


■ 




rc 


j 


i 


- 


1 -i f 

I 


Swaras, Swaraksharas, Gati-bhedas, Kalai- 


iat the Kavi was by 


T I 




I 


composers of also a rriaster-spinner of Lakshana in 


Trinity era saw many 
Bhagavatha tradition and art music was 


1 


Lakshya. His songs abound in Alankaras 


t 


swaras, and other aesthetic 
subtleties such 


i 


» 


enriching the music stream. If on the one 


- 


Dwitiyakshara 

Arunagirinathar’s Tiruppugazh , Narayana Antyakshara Prasas, Yati Prasthara etc. 
Thirtha's Tarangams , Kshetragna's Padams 


hand, Purandara Dasa’s Devarnamas 


I 


I 


In fact, very few know what a wealth of 
information [Nidhi] Venkata 
(popularised oy Keeriankars who had compositions contain regarding the history 


Kavi’s 


1 




Tulsidas'o 


an of his times. One could 


perceive in them a 


? 


i 


and Nada 
an entire 

gamut of musical evolution for researchers 

to explore. For every level of probe he has 

something to offer 

. Venkata Kavi’s Ishta Devata 

the facets of doubt Krishna 

• Venkatamakhi 


1 


, on the other, reached 


* 


music. 


1 


a new 


» 


on 




Veerabhadray ya 


Govindasamayy 


a 


1 


I 


r 




was no 


, nevertheless, he composed 
on other deities too like Ganesha Shiva 


> 


i s 


Melakarta scheme 

melody to fertilize 


Rama, Muruga, Devi Kamakshi 

Some of the 


1 


and so on. 
these deities 


t 


compositions on 


are 


in perception, philosophy and 


J sa y mat Venkata Kav 
was bom during the abovement 

would have been 


vision and 




I 


loned period i 


ingenuity in 


and has thus 


* 


of all 

3 - So much for the 


in 


% 


■ 


i 


and 


imaginative 


at the same time being 


I 


I 


a 


variety of forms of 


compositions 


them 

dance and 


! 


for 


some 


* 






s 


l 


* 


Periya Purana 


I 


in 


Keertha 


i 


P 


r °wn charm and 


ns, Ashtaka 


appeal. When 


m 




they bring 


a thrill and ecstasy 


i 
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I 


1 


r s 


their inherent lilt and visual appeal enhance 


ft 


%• 


e 


* 


m 


v li.. 


> 


Offarapi )<> 


-ay. 


t ft 


f 






* 


airavi) 

'r’s choice 


■ 


a new dimension. 


wr 


f 


* 


IS & S 


I 


There is, of course 

impression that there is a prol 

in Venkata Kavi's compositions which leave 
little room for improvisation. One should 


N Willi 


l J 


<■ 


i puna 


a general 




aiuisw ants 


i 


(v) Krili 


"1 Sitmasliii C hi 


4 


A 


Hi 


arynaui 


> i ii 

ah 






J 


Pallavj 


as 


•SC VN ilh 


V ha ran 


at 


i. 


till U'| 


r 


( 


aunyaina Kala 

In 6 into Gati-hlvetl; 


fi * 


V‘i. Gati sir 


I 


■ 


antes 




Snlkami Sv\; 


not 


many. A leu 


ex an 


singing them 


V da i (f ( ]< 


ana 

weitnufaw (Sc 

a) - 


Uigmvla). Muthnk 

"Hi I iltlSOlHtl 1 


properly and perfectly itself would be 




it 




C 


an 


4 


1 


i Itu 


elevating experience as i 


i*- 


■< 


If 4 


IS said l(t 


ft 


t 


l 


■ 




4 


1 estival. The fir: 


of diction, breath control, rhythmic grip 
voice power. Just miss a syllable you will go 
astray. The Tamil saying, Karanam Tappinaal 
Maranam is very relevant here 


r 


m . 


* 


m 


4 


p • 


and (vi) Km 


* 


IS 


4 


« 






ft 1 I 


i 


i iav i 




I r#1 


l 




R 


fl 


J 


i 


s 


i 


fa 


0 


I 


i 


Yl 


■ 


in 


(vii) Krili 


s e 


m 


And one 

requires a proper Guru to learn them from If 
one can meditate in music, this i 


i 'ft 


, ii 


ft 


* •> i W Bhai 




■ 


ft 




Che/ 


i 


a 


(Arah)ii) ; 


• i 


t 


4 


n # 


B 


% 


is an 


the latter 


1 


* i 


o 


ft 


4 


- 


source. 


p 


% 


t ^ 


L 




the dam 


i 


i ' 


ft 


ft 


I mi § 
v L 


■ 




ft 


U U 


■ 




ms. 


We may now 


(\ HI 


1 


a k rtf is 


Veil kat 


enumerate a 

s genius: 


L 


Kav 


f 


21 




9 


% 


ft 




:i 


a 


* 


% 


I heir 


( 


IS. 


similarities i<> f> 

■Ntfvavtiruufts 


-diftas oT Tvauar; 

<irc so 




tja and 


I) 


Pa (la Va i n 
Keert liana 


am 


"I 1 hkshitar ; 


n 


r 


ft 


2) 




l 




fa 


it r< 


*urvi 


fll 


mere cu 

I lie influence of the Kavj on (he Trinilv 


i 


* ji ft. 


- a salutation u* J; 
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p 


■ va It has 




IV* 


a 
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* # 


€ 


) is quiet 


me 


sign r I icancc n | ; 






•m 
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me 
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am m 
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i 
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is' first (lie 




s. 
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•4 


tf 


\\ 
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cd 
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>) Kritis 
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ft 


% 


ivi and Tv 




Kavi 


vagara|a v 


4 




* 


: lias c 


■f 


■i 


various types on main deities 

B. ' 
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CARNATIC COMPOSERS OF 


bv p w * J HE post -trinity 

V P* N. Krishnarnoorthy 


Over the millenea 


Indian music had forties 


. wfties. Furthermo 

about the thirteenth century. SinceThem^'' = ° lu 3 ' ' h e a 9 e of thirty th 
split into two similar but distinct systems 

Hindustani music of North India and the would have take 

Carnatic system of the South. Purandara decades HewaT 
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Carnatic music. 
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After the above developments, the truly 

golden age of Carnatic music can be said to 
nave commenced in the eighteenth century 

Jjnainly resulting from the contributions of composer 

'nyagaraja and his 
Muthuswamy Dikshithar 
Swati Thirunal. Since 


and was a disciple of Thyagaraja. He had the 


unique distinction of having had his tutelage 


under each of the Trinity He was a gifted 


of Kirhanas and swarajathis in the 


style of Thyagaraja. His compositions include 


contemporaries 

and 


Ninnuvina' in Kalyani, 'Janani' in 
their time, the Carnatic and 'Venkatasaila' in Hamirkalyani. 

Gopaiakrishna Bharathi is rightly 

described as the father of Tamil music 
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Nandanar 
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because of their musical and 


and 


uqIqw are brief thumb-nail sketches of are still in vogue 

Composers 


in 


poetic excellence, include 

Eppo Varuvaro' 

Natanamadmar' in Vasantha. 

Vedanayakam Piilai ( 1 826- 1 889) was 


in the post Trinity period. 

Although he belonged 

Penod as the T 

1 846) was born 


in Jonpuri and 


to the same Manji 


Swati Thirunal (1813- 


when the Trinity were in their 
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melakartha ragamalika 


was the son 
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which included the evergreen 


I I 
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v— and 
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characterised as 


Inthamodi' in 
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Patna m 
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been described as 


an 


has 


with raga bhava. 


was replete 


Carnatic musician and 


Sivan (1890-1973) has 


little Thyagaraja for the 

compositions, been rightly 

renai 


named the architect of Tamil 

He composed about 


called chinna or 
remarkable excellence of his 
He composed about a hun 
including thana varnams, pada varnams 

and thillanas. They include ragas. 


about seventy five 


two thousand songs in 


His compositions were mostly in Tamil 

Ninnu Joochi' in and a iew in Sanskrit. Sivan s compositions 

born of devotion and many of them are 

Era Napai' in Thodi, 'Evari object lessons for the adage that krithis 
and 'Valachi Vachi' the elucidate the raga bhava in Carnatic music. 


krithis, javalis 


Neepadamuie' in Bhairavi 
aurashtram ’Marivere’ ir 


and the varnams 


in 


Some examples of this are 'Karthikeya' and 


Navaragamalika varnam. 

Mysore Vasudevachar (1865-1961) 'Kadaikkan 

pupil of Patnam Subramanya Iyer who 'Mayilvahana' in Mohanam. Many of his 
master proud by making great compositions have been and continue to be 
contributions to Carnatic music. He composed the delight of musicians and audiences alike. 


and 


in Thodi and ‘Kapali 


was a 
did his 


nearly two hundred songs, quite a number of He earned the sobriquet Tamil Thyagaraja 


which were top notch 'Brochevarevarura* in from no less a person than the eminent 
Khamas 


t i 


in vocalist Simizhi Sundaram Iyer. 
Devamanohari are two of his more popular undoubtedly deserves to 


He 


emtna 


u 


be placed among 
he pre-eminem composers of Carnatic 


Poochi Srinivasa fyengar ( 1 867- 1919) 
was another sishya of Patnam Subramanya 


music 


Andavan Pichai (1 899- 


j90) is widely 
a composer 

had no 




Iyer who added considerable lustre to his accepted 


as having become 


and through divine interventi 


ion. 


musician himself. He 


composed about formal education of 


any sort and still her 


hundred pieces which included 


varnams such songs glitter with alliteratio 


n and metre 
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Nammidi' in 


and 'N 
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is another we! 
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known composer whose songs are very Thanjavur Sankara Iyer. Lalgudi Jaya 

popular. He has more than one hundred and and Ambujam Krishna 


raman 


seventy songs to his credit An outstanding 




composition of his is 'Muruga Muruga' in 
Saveri. 


especially in rare ragas. His compositions 


are 


in Sanskrit, Tamil and Telug 
G. N . Balasubramaniam (1910-1965) varnams, krithis, padamsand 
popularly known as 

prominent composers of this century. He has ’Manasaramathy 
nearly two hundred and fifty compositions in ’Balasubrahmanyan’ (Vishnupriya) are 
Sanskrit, Tamil and Telugu to his credit. The of his better known compositions 
ragas Chandrahasta, Sivashakti and Amrutha 
Behag are some of his creations. 


u 


I 


s 


is one of the most Namarme' (Desh), ’Gitavadya 1 (Natakapriya) 


I 


* 
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and 


Lalgudi Jayaraman 


the 


is one 


composers whose varnams and thillanas are 


Jaya Chamaraja Wodeyar (1919- very popular in both the music and dance 


was a royal composer from Mysore worlds Furthermore they provide excellent 


who had nearly hundred compositions to his 

credit He used rare ragas such as Durvanki composed outstanding varnams in 

Prathapavarali such as Shanmugapriya 

Neelambari and Valaji. His beautiful thillanas 
are in ragas such as Madhuvanthi 


guidelines for raga bhava. Jayaraman has 


Ganapathe') 


('Gam 

('Puribhogyalahari') and Bhogavasantha 
('Amba Sri'). 

M. D. Ramanathan (1923-1984) was Tilang and Behag 


ru 


i. 




* 


I 




I 


of the finest musicians we have known 


one 


six hundred 


He was also a composer of considerable 

who composed pieces in Sanskrit, by a large number 


senior 


prowess 

Telugu and Tamil. 

his is 'Sagara Sayana' in Bageshri. 

Krishna is another 


A typical composition of a number of her compositions 


are very 




popular 


Composers 


and musician of the current a very i 


composer 

generation, who has more than three hundred Carnatic music 

and thillanas to his credit, compositions 

in Sansknt and bhava of the many 


ic. It is they, who, through 


e 


krithis, varnams 
He has also composed songs 

Telugu in 


all the seventy two melakartha are in vogue in 


ragas. 


Thulaseevanam and Srivatsa are two to be 


The exhaustive by any means 


P 


eminent composers in the modern genre 

former, Ramachandran Nair I. A S. has many 

compositions to his credit. Srivatsa who than sufficient ^ s ' music in 

industrial executive has also proved his continued gro a .. 

form of compositions ana tnat in 

there has been no 


/ 


listing shows that there a 




material ,: or the 


fine 
is an 

mettle as a composer. 




dearth of 


made their mark as generation 


O 


1 


include composers of 


composers of the current generation 
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ASPECTS TO BE EMPHASISED 


IN MODERN 

by Narada 


In spite of the fact that larger numbers Purandaradasa 

of students are taking to the study of Carnatic for Carnatic 
music than was the case a decade or more alankaras 
ago, the standards of Carnatic music have 
not risen appreciably; \ 

is a perceptible decline 
of vocal Carnatic 


music in the form of 


and 


on the contrary, nere eitner because 


respect or because of 

j mam sophistication at 


in 


compelling urge 


music. One of the 
factors leading to this decline 

the lack of sruthi shuddham 

Another way of saying it would be that 
the vocalist often tends to deviate from 

basic pitch he has set for himself 

tambura. In this context, rJ|H 
enthusiasts refer to the excellent 


appears to be to introduce gamakas 


vansais and alankarams. Why, for that 

we have seen 


the students even the bas 


ic sruthi alignment 


on the exercise of saying 


many music a result of which none of the 
. „ , : voice culture are accurately sounded for 

that is the hall-mark of Hindustani classical Naturally 
music and suggest that one way in which the 
Carnatic musician could improve himself i 
voice culture would be by getting trained 
Hindustani classical 


of time. 


such training 


one 


poor sense of sruthi alignment and 


in music gets more complicated with th 
introduction of gamakas, the sruthi tends 


in 


to 


music. 

I for one would not agree with such 

approach; for, as any exponent of either methods 
system would readily agree, the 

for the two systems of music are entirely of instruction One comes 
different. Whereas in North Indian music, the students who, 
notes have a lesser degree of depend' 

on gamaka, the whole soul of Carnatic music 
rests in its accent in gamakas. Thus it 
bat a voice trained in the North Indian iHI 
'V i iM not be capable of interpreting Carnatic 
music in a wholly satisfactory 


get more and more 


mi 


Let us leave such 


an 


for the moment and consider 


voice culture students who are 


many 


as soon as they reach the 


ence stage of learning varnams, fail to practice and 


cases totally forget the varisais. 


in many 


is clear alankarams and geethams 


mode it infra dig to practice the basic lessons any 


more. Not only that, they consider it even 


manner. The more infra dig to follow the very desirable and 


inverse would also be true. Those of 
have had the privilege of listening 
exponents of Hindustani music trying to 

Carnatic krithis 


to great alankarams in the akara mode 


sing violin and on the veena, students tend to go 


or vice versa, would readily in for the gamaka phase a little too early 


in 


accepi he validity of this argument 

The famous Carnatic 
D.K.Jayaraman said 


master the basic notes 


the game 


musician, late with 


perfect sruthi alignment 


What is the raga in which the modern 


in an interview, that the 

sruthi alignment of our artists tends to be poor Shishya should 
because of the predominant role played by 


be initiated to Carnatic 


While inaugurating the Golden Jubilee 


gamakas in our music 


Celebrations of Sri Thyagaraja 


in 


He has also 


suggested that students of Carnatic music 
can improve sruthi alignment by practising a Semmangudi Srin 
9reat deal of bald swaras, that is, swaras remarks on 

without gamaka. It 
Pithamaha 


ivasa Iyer made some 


the teaching of the elements 


is well known that the Carnatic music Semmangudi expressed the 

Carnatic 


that the teaching of vocal music is 


of 


music 


79 


of 


favour 

that it has no notes with 
suddha rishabha 
suddha madhyama 
,a and kakali nishadha are 
which are not occupied by 

in Carnatic music (For 


add uced 


in 


argumen t 


that the raga 
not quite the 


veena and also 


on the 

Mayamalavagaula was 


is 


r 


students should dual names 

nthara gandhara 


I 


1 


1 


be taught the varisais 


He felt that there were pairs 
that raga that were quite close to swara posi 10 

Hence the students would not be any 


Carnatic music 


in 


of the other 


chatusruthi rishabha has the same 


* 


eacn < 


sily comprehend the swara 


f 


suddha gandhara 


able to ea 


as 


f 


differences between 


shatsruthi rishabha has the same position 


He also pointed out that Bilava 


sadharana gandhara and so on). It could be 

51st Melakartha raga 


pairs 


Sankarabharanam in the C< 


is 


musical aspirants argued that the 

Kamavardhini, which was earlier known as 


system) is the raga in 
of Hindustani music are 


taught their 


would also answer this 


a 


also felt that 


elementary lessons 


1 


Karaharapriya would be the best raga 


in 


could be taught. Mayamalavagaula except for the fact that the 


One reason he adduced for this choice is that prathi madhyama is used instead of the 


with just flat suddha madhyama. Here again 


when Karaharapriya is sung 


i 


remembered that 


notes, it still preserves the bhava of that raga 


Semmangudi has been advocating this a beginner is able to sing a 


suddha 


However it madhyama raga with greater ease than a 


view for quite some time now. 
would be useful at the present juncture to prathi madhyama raga. 
analyse this topic in some 

Mayamalavagaula is the 15th Melakartha Mayamalavagaula 


Another argument used in favour of 

is that the two tetrachords 


raga, which 


as of this raga are symmetrical (i.e., there is a 


was earner 


prefix Maya was added in 


symmetry between the four notes in the 


rv 


order to make the name of the raga conform 


poorvanga or first half of the octave and the 
to the Katapayadi system of nomenclature four notes 


in the uttaranga or second: half of 


for Melakartha ragas in Carnatic 


music. It is the octave i, Furthermore 


all possible daattu 


the raga in which Carnatic 


II 


* 


« 


in 


raga can be sung without 


have traditionally learnt their prelimi 


to raga bhava. (A daattu 


swara is a 

sung immediately after a note 

omitting some intervening notes Thus 

musicians example in this phrase d g r s d p in Mohana 


swara 


exercises, i.e. 


varisais 


1 


alankarams. There 


choice of this raga. by great 
of the past, for preliminary 


an 


lessons in Carnatic 


music This is 


vnicri is gandhara is 
ion to its preceeding 
. It will be seen here 
he !!l 0ne '! aps fr0m dha 'vatha to gandhara 

1 mg the shadia and rishabha swaras 


the daa.tu swara i 


raga 


four pairs of notes with 


1 


an note which is dhaivatha 


I 


n 


i 


mg 


i 


noted that each of these 

continuous swarasthanas 

of the 


1 


ncidentally, it 


veena. Semmangudi 


may be noted that 


a 


r very daattu 

of very small sruthi difference 


swara and its 

y have 


ding note 


pre 


between the 


norma 


pairs of notes as 


a 


sam vadi 


anuvad 


argument relationship. Ann 

raga for the beginner 
er way of looking at it 

ing Mayamalavagaula 


a 9ainst using this 


last but not the least 
ccouni -he fact that Carnati 

• deeply 

av agaula is 


I 


1 


after 

Mayamal 


would be that by teach 


a 




allied to 

considered 

all doshas 
n praise d by the famous 


S 


religion 


students are 


1 


i 


to he fine 


semi-tona 


an 


auspicious 


fnterva/s at the 


s 


and has b 


> * i 


t 


musicologist Ramamatva 

ragas. 


as the best of all 


1 


undergoing the 


level of such 


ion. The 


As 


the 


eminent 

as said 


s 


musician 
preliminary to 

aimed 


D.K. Jayaraman h 


raised by the teacher by 


asking the 


t 


m 


exercises in Carnatic 


varisais and 


music should Ibe 

ng swarasthanas cl 

uously in minds of the 
Thus, irrespective of the 
preliminary exercises 
would have to be 


a 


^ 9 ra dually increased 

early and that, ultim 


s 


gamakam 


so 


una 


students 

raga in which these 
are taught, the notes 


I 


^ i 


varisais 


o 


and 


alankarams 

rasthara would be 
various swaras of a 

a manner as to take ir 

in graces of raga (ragasputar 
gamaka content of all other 


lust 


as 


sung straight 


without such 


in 


gannakas. Naturally the 


ragas considered 


this 


context 


those 


are 


In parallel, the 


M such 

Mayamalavagaula and Karahara 

Similarly, typical 


priya. 

ra 9 a s in which geethams and 
swaraja his have bee 

Malahari, Sudha Saveri 
and Bilahari. There 


also be raised. In this 




mention that Koteeswara 


r w 


n composed 


Mnh „ AU1 _ re Tamil krithis illustrative 

Mohanam, Abhogy Melakartha 

are of course pieces 




of all the 


v 


H 


i 


ragas used to 


and alankarams 


in 


more advanced 


ragas as well. The 




t; 


early unfamiliar n 

earn are in the that he had 

JMpa ranam, Sri 
■ It is clear that upto 

student would benefit 

nsely by learning to si 

unadorned swaras. 




varnams that the students l« 
ragas such as Sankarabh 
Hamsadhwani and Abhogy 
this stage the 




I 


in 


particular rag 


What was good for 


imme 


ng straight prove even better for 


have already ind 


Even in the 


mated how on 


early stages of the 


post reaching the ph 

the student students try to drop vari 


learning varnams 


geethams, simple varnams ; 
starts learning simple krithis 


I 


i 


start 


Hamsadhwani, Suddh 


a Saveri, Suddha start thinking 

• At this stage the 


t 


the constant practice of 


Dhanyasi, and Panthuvarali 
student starts 


varnams is to be eschewed 


as they have 


gradually gravitating towards 


already reached a higher level Many 
do not realise that the assiduous 


In this context another remark made by varnams 

Semmangudi in the Thyagaraja Sabh 
Oolden Jubilee Celebration i 


on a regular basis 


two 


in 




would result in a demonstrable 


. is significant. He 

students to Carnati^ ° f attraCtin9 y° un 9 9 nana ana accuracy in thala Further such 
thom " f * Carna,,c music . instead of driving practice would lead to 

them away, is to teach them a lot of krithis in 

obviously simple straight forward 
with. There can be 
for, through thr 

gradually made familiar 
character of 


improvement in voice culture 


said that the best 


i 


improvement 
one's ability to sing niraval and 


ones, to start swaraprasthara 


no better advice than this 




is process, the student is 


the basic decades ago students 
various ragas. Experience has taught only krithis with very li 
own that as the students progress in music of raga alapana. niraval and swaraprasthara 

in is manner and become familiar with other Times are changing and now all students are 

simple Melakartha ragas and Janya being taught all aspects 

musical has shown that when krithis are being taught 


in particular, girls were 


t 


* 


in 


e 


of music Experience 


ragas in the 

education, they would also do 
varisais and alankarams 

new ragas in respect of which they 


early phase of their 


in every one of the with sancl laras in that particular raga so that 


they learn to develop a feel for the character 


81 


it helps if the 


elementary krithis 

of these compositions 


study geethams 

teaching of each 


is 


Incidentally, a sanchara is a 

rhythmic phrase that will validly 

be ultimately woven 


of the raga 
of non-i 
in a 


come 

into preceded 


raga and can 

and aesthetic whole 

be taught to sing simple 

Dr Pinak 


haras are taught in the flat 
that the student; in the first 


an organic 
should also 
duration kalpana swaras 


m 


access to the 


faultless 


As the student advances 


demonstrated in a 


swara positions 

- the same or similar sancharas are taught with 

introduction of gamakas so th : 
gradually introduced to the 


numbers of kalpana 


should practice large 

of about half a thala cycle duration 

that they will become the 


swaras 


say in adi thala-so 

familiar with both the handling of swara 

conjunction with laya and also learn to arrive (Q (he teachlng 0 f geethams 

at the appropriate ending swara so that q _y PM and k rithjs As the 

eduDou of the sahitya may occur at the and elementary vamamc 

appropriate point in the thala cycle. Similarly, student progresses, simple exercises in the 

lie later, simple niraval should also be raga delineations have to be introduced at 

the appropriate stage so that the student gets 


the student is 


in 


This procedure would 


a 


taught and gradually made more complex 
Raga alapana should also be taught as a a preliminary 

to sancharas so that student is raga alapana. 


idea on the basic features of 


successor 

allowed to gradually build up capability to sing 


As is well known, each raga has its own 
characteristic gathi or pace in which it has to 


raga alapanas. 

In the context of teaching of raga be rendered. I heard this aspect being 
alapana to students I remember reading brilliantly demonstrated by the violin virtuoso 
somewhere that an eminent musician has Lalgudi Jayaraman who gave examples of 
said that raga alapanas cannot be taught. the pace or gathi that is to be used in the 


One would broadly agree with this point exposition 


of ragas such 


Nayaki and 
i is to be rendered in a slower 


of ✓iew; for, in the same manner in which Darbar; Nayak 
genius had been defined as ninety 

percent perspiration and one percent faster, 
inspiration, Carnatic music can be said to 
consist of twenty percent instruction 


nine tempo, whereas Darbar comes through much 


Let us now come to swara singing. The 

sixty best swaraprasthara consists i 
percent perspiration and thirty percent matching 

* here I s n ° 9a ' n Say ' n9 pa,terns with the P atterns of swaras us ed by 

the fact that the basics of raga alapana, the vaggeyaka 

and swaraprasthara have to 


in broadly 


the basic structure of the 


swara 


ra in the varna mettu or 


nt 


be musical structu 


re of the composition in 
, c ... • The process of confident and 

teaching the elementarv » a ric=, - Ven accura,e singing has to be 

that many a student is liable to' caDture"t h S ' nculcated in the students by asking them to 

— ««. <» . pwSJSi, sr 1 : b ”' swaras in ,i,s > 

.0 «« . nob,, r‘ P0Si “°" 1 

centered a,o„„ d p altolar 


que 


How is this to be done? 


gradually 


expand their 


in a graced manner. The 


introduction of 


raga bhava and 


its 


ina This P ! eserva,ion even in fast tempo swara 

successfully has to 9 -” *° Which every ,eacher 


respect of which the 


student is falter 


method has been 
used both in 


seen to be 

respect of older 
nave decided to take 


pay special attention 


Niraval 


— is even more dificult in Carnatic 

Before going on to a : 

'on on niraval, it would be useful 

11 -oner in which the krithis are 


music late music. 
!so been discussi 

lle teaching 


in life as well as 


youngsters. It has 


specific 




observed that 


to 


consider the 


82 


themselves sung today i 
an article on Purandarad 

musician, late Sandhyavandhana 

Rao had made a plea for 

krithis of Purandaradasa 
or varna mettu (dhaathu | 
compositions were set by the great 
himself. Srinivasa Rao 


in Carnatic music In 


beat of the Adi thala 
eminent equal intervals) 
m Srinivasa thala 
preserving the 
in the original music 


» 


is subdivided into 


r 


ven 


r 


and announced that the 
was in two kalai chaukam 

means that Adi thala 

confirm to th 


Adi 


By this he 


\A 


I 


two kalai' 




duration 

into 


in which these 


* s 




composer which 


each beat of the thalam 




IS 


V 




normally sing pallavis i 


to new ways of rendering krithi 

the original music is available through heard these 
Karnaparampara which is the traditional 
in which music is transferred from ear to 


n 


r 


s 


I 




* 


lS evenr slower tempo 


days). 

Thus the composer for 


way 


b 


has 




ear 


a 


kalapraman 


through the gurukula 
equivalent. While this 
founded, it is 


m 


process or its to deviate from the ori 
objection is 


original gathi in a clearly 
manner should normally be as 


well discernible 


equally true that the musical 
structures of many of Purandarada 

longer available i 


as the distortion of the s 


ahitya. 

in i-L, *u , saying that a great musician 

in the like the late M.D.Ramanatha 


sa s It goes without 


compositions are no 

original format envisaged by the 
In such cases 


n constitutes an 


composer, exception to this rule. Those 


have had 


as the sahityas 
precious it is imperative that 
musicians should set them to 


are still the pleasure and ori 
eminent sing krithis 

Devagandhari and ’Ela Nee Daya 

___ .. .. or gait or would readily recoan 

pace is applicable to raga expositions, it is this statement. 




i 




« 


music 

Just as the concept of gathi 




in Atana 




even more strictly applicable to the 
of krithis. Most 


exposition 


compositions in Carnatic 


laya. The situation 


on 


is even more 

demanding when the original tempo of 
is slowed down, for this calls for laya gnanam 
is the of the highest order The other end of the 


music belong to one of the two classes of 
tempo. One class is called the 'two kalai i 
chaukam' or slow tempo and the other i 
'one kalai chaukam' 


m 


tempo. For spectrum 

example, a full cycle of Adi thala which 

consists of 8 beats in two kalai chaukam has 
a reasonably well defined time duration 
which it should be completed 


or 


is 


of vidwans 


sorry 


ng to negotiate krithis at tempi far faster 


than those originally 


envisaged by the 


4 


es of compositions in 
La/o kalai chaukam would be 'O Rangasayi 


at the correct tempo, the importance of 
maintaining it steady throughout the 


i 




a composition of Thyagaraja in 


i * 


i am ! rendering of the composition 


is an aspect 

a composition of the importance of which cannot be sufficiently 


i 


Meenakshi Memudham 


I 


I 


i. over emphasised. The role of a steady tempo 


in 


in one kalai chaukam, the same Adi 
thala cycle is completed 


in Western music can be no better illustrated 


in about half the time than by the following incident 


taken for two kalai. Some exampl 


es of conductor Herbert Von Karajan who was 


compositions in this tempo 

and 'Raghunayaka 
Thyagaraja 


are Bantureethi' conductor for life of the equally illustrious 


i 


compositions of Berlin Philharmonic Orchestra, told the 

in Hamsanaadham and orchestra a Ter a strenuous rehearsal that he 


B 


i respectively, 
musician 


was going to a Louis Armstrong 

After a stunned silence 


Scholar 

Ranganathan, wh 

lakshana vidwans 
thala in misra nadai 


Chingelput 

o is one of the finest asked 'But Maestro, what pleasure, can you 

once sang a paflavi in Adi get from it?' Von Karajan replied I sit down 


someone 


I 


1 


that each and the band begins to play. I know that for 


means 


83 


of his Shishyaparampara. The important thing 

much to preserve every original 
down to its minutest detail but 

to preserve as much of the original as 

The dhaathu or the basic music possible and sing the composition in such a 

composition is another feature manner as not to cause damage to either the 
for careful preservation. As the sahitya or the original music structure 

Sandhyavandanam 


minutes they will not get any 


slower just stay exactly in tempo 


And that, gentleman is more than I can say 


for you 


structure of a 
that calls 
veteran musician 
Srinivasa Rao said: " 


sa 


i 


inevitable however that there 


It is 


that the should be minor variations 


paatanthara or karnaparampara so 

krithi preserves its original music 
irrespective of the person who is singing it or 


content musical structure when the same 


is 


rendered even by the same musician on 


different occasions; for the expositions of a 


playing it 


This remark would equally apply to krithi also calls for the inclusion of a 
sangathis that have been originally created considerable amount of manodharma or 
by the composer of the song in question, individualistic originality on the part of the 
However, the difficulties inherent in musician. 


To what extent are these aspects 
from basic song structure) can be seen from emphasised in modern musical education?!!} 
the manner in which the same krithi of 
Thyagaraja is sung by the various branches 


Courtesy : The Economic Times 



* 


ves 


SAHITYA IN KRITIS 

by G.N. Balasubr 


* 


amaniam 


At the outset I 


propose to deal in this 
article with the Kritis of the South Indian 
Trinity, Tyagaraja, Dikshita 

Sastri, which have 


charana. Th 
Tyagaraja known 


ere 


( 




♦ 


as 


* . . 


and Syama only pallavi 

contributed to the 
and popularisation of modern Carnatic 

not with those whose 


r 


of the north. Dikshit 

Music, called Samasht 
not anupallavi but ■ 
tunes Syama Sastri has 

• The to kritis which 

have done 

centuries old. It ,®EE£ gS £ SET f th 

because oMtsT f ° r T^' interpre,ation samadh, , 6 

because of its simolicitv and freedom from fo 


i 




er has also 




■ y,. , many pieces 

1 Kirtana 1 where there 




renderings have 


is no 


only pallavi and 


come down to us 
either in print 


■ 


m their authentic 

or through aural tradition 
Icui6r have only a literary value 


charanam 


appended swara 


at all. The 


The kriti in its 


of Tyagaraja, 




annual aradhana 


at his 


i m Thiruvayyaru 


i 


as many as eight to 


verbosity. It consists of: 1) a palla 
introductory portion, 2) the charana which is 

t e essential part and, 3) the anupallavi which 

links the pallavi and the charana 
is a musical scheme in the 
these three segments 

ssstsir-' ■i-pCei s sss,»rs: aM ,nten,e 

ann !n 9 ' nt,n ? ate P er sonal experiences Caesura and in the 
and in words that have liquid and soft 

consonants and therefore add to the 

euphony of verbal express! 

language, tf ough more stately and diqnified 
lends itself 


e 


in each. These 


we 


m tre structure of the 


. Hence there 


to know what 


Of Tyagaraja himself has describee 


as an 


kriti. In his Snranja 


» 


m piece 


i 






in faultless 






nine rasas. His own kritis 


this definition. Tyagaraja 
musical mystic and a Bhakta while Dikshitar 


was a 


was an 


ion. Sanskrit 


e intellectual and a Gnani. The mystic realise 


through his feelings and intuition. For 


more to formal exposition 

especially of philosophic and vedantic truths 
and it is more 


him, God is a living entity, with whom he feels 


P 


HPIPPIHHP he is in intimate personal contact always. For 

rigid and elaborate in its the Gnani 


on the other hand, God is more a 


i 


grammar and syntax 


It has all the 


disadvantages of being the lang 
books and scholars 


intellect. Hence it is that Dikshitar's kritis are 


Though all the Trinity composed 
each has given the kriti his 


in this detached and impersonal descriptions and 


form 


own stotras of the Gods of the Hindu Pantheon 


I 


I 


the usual while those of Tyagaraja are records of 
simple form, madhyama kala sahitya at the personal and emotional 


experiences of God. 

the anupallavi and the charana and One finds therefore that the compositions of 
sometimes even « 

Sri Tyagaraja has also 

uses only madhyamakala sahitya for the type of Kavyas and lyrics. 


at the end of the pallavi itself, the former are of the type of Prabhandas and 

of the 


a few kritis where he stotras. while those of Tyagaraja 


* Paper presented at the AIR Music Symposium at New 
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of his, he uses as device 


of a statement 

other 


I 


said force 


handled 


composer has 


* 


Dikshitar s 


I 


no 


of 


such are built up 


of which are his own 


as 


before, 


in namely 


— 


i 


vocatives, though even i 


in common parlance 
musicians. To quote a 


d most of them 


sambhodhanas or 
these his great erudition 

philosophy are 

astonishing manner 

He sometimes gives the impr 

like those of the blame 


amongst South Indian 


borne out in an 
and to a surprising 


i Kapi raga, there are two: 
not of requisite quality, why 


in 'Meevalle' in 


advaitic 


i 


1) if the gold is 

the goldsmith. 2) In the kriti 'Evaritho 

trying to make the image of 


i 


degree. 

of a cold catalogist of details 

particular God, of the 


* 


there is one - 


and producing that of a monkey . 


iconography of a | 
of a particular temple 


which Ganesa 


even the dates on 


amordina to There are some compositions of his, with a 

acc 9 of charanas, in each of which there 


1 


special festivities are 

Hindu calendar for the particular deity 


g 'Samayamuthelisr in Asaveri. 


the 


e. 


Him or Her. Many is a 


the methods of 


Dikshitar is a master of Rada Jala as is 

found to be seen even in the ingenious way in which he 

welds the names of the raga of the piece into 

hitya of the song. He is an adept in 
Praasam or rhyme. It is astonishing how many 
rhyming syllables he can make for a difficult 
scheme syllable. To give an example, the Navavarna 

but also thought. The layout piece in Anandabhairavi ’Kamalamba’ is one. 

proposition Almost all his kritis abound in beautiful Pada 
dialated upon in the Jala and Praasam. Syama Sastri uses a small 


expressions describing the qualities and 


or Goddesses are 


of these 

echoes of and from well-known religious 
hymns current in and amongst the Hindus like the 
Lalitha Trisathi'. 'Sahasranama' of Lalitha 




the 


I 


oundarya-Lahan’ and the like 


the 


I 




not only of music 


of his kriti is - the statement of a 


is 


in 


1 


anupallavi and amply exemplified in the vocabulary but the language though simple 


is very elegant and expressive. His attitude 


1 


For example in the piece 'Sarasa Samadana 


i 


to his ishtadevata, being a simple one, that 


a 


set in the raga Kapinarayani, the -allavi of a child yearning for its mother, there are 


means "O’ Rama, You are an expert in not a great many and different words or 

statesmanship and in handling its four expressions found 


in his kritis. But even in 


1. Sama (conciliation), the sahitya 

2. Dana (winning over with gifts), 3. Bedha dancing through 
(splitting the enemies) ; 

(punishing by war and weapons) 
anupallavi means "You tendered 
of benefecient advice to Ravana ( 


one can see the lilt of rhythm 
i the syllable. To real! 


» 


I 


S 


the 


and A, Danda effect of his kritis 


one will have to listen to 


I 


(I 


. The rather than read the text of his 


songs. 

There is an esoteric side of the 


any amount 


an example compositions of Tyagaraja and Dikshitar A 


a to critical study of both the music and words of 


him (in the event of his surrender t 
having already promised Lanka to Vibh 
(an example of Dana). You made Vibhi 
king of Lanka even while Ravana 

(an example of Bedh 
destroyed Ravana ( 

|r > addition to this 


! 


s compositions will 


very clear that the hidden 


meanings 


shana, and beauties of Tyagaraja 

was alive in the 




s pieces are more 


sphere of melody and those of Dikshitar 


a) and finally you i 

of Danda)" 

composer has 


m that of sahitya. 


Of course in the 


an 


compositions of both, the two aspects 


are 




inseparable. It is only a question of ennphas 

Tyagai aja, as his ideal was, was able to make 


9‘ven out his 


is 


personal views 


on religion 
a and his own i 


1 


1 


► 


religious experiences 

through his 

expressed in 

language, To 


in an unequalled way 

meaning His kritis are the highest 
of the holiest wedlock of 


melody typify the 

examples 
music or melody with 
. A classic example is found 

AdamodiL The theme 


as 


raja has in and 


I 


I 


compositions. All these 


are 


homely sahitya or words 


1 


bf ing home to the li 


the in his 


Chariikest piece 


1 


l 




*r 


of the piece is 


Sugreeva and Rama getting 
acquainted with each other through Hanuman 
in the region of Dandaka 

octave of the piece is made 

tetrachords. The 


that the 


moon is riot self-effulq 

•t does its light from 


ent 


ranya. The 


raga but the illusion i 


■t is luminous 


is 


1 


op of two One 
upper one belongs to the 
mela of Todi or Hindustani Bhai 

lower 


can see the 


of the 


name of this particula 


r 


iravi. while the There 


are many instances 


one belongs to the 


mela of 


That the esoterics of 

Bhilaval, in the text of the 

was the most popular out by a stud' 
raga in anciem Dravidian music while Bhairavi pieces and h 

was the one in the North. Ancient musical of his birth pi 

exs ike the Swaramelakalamdhi" do not 'ererences to the Aiaoa 

mention the name of Todi at all and belonging to the highest ad 

the codifier of the 72 According to th 


Sankarabhara 


nam 

Sankarabharanam 


or 


is 


on 


s, the God 


f 


or 


Mantra 


Venkatamakni 


va 


c v 


i 


is 


m 


Melakartas definitely re ers 


1 


to this Todi as 


a 


net or 
is an 


Northern rag a It 


very significant that the cradle of ’prana 
piece begins on the note panchama the 


is 


i 


or the breath. Th 




in 


of contact between the i 

tetrachords of this particular 

To give another 
Bhiaravam 


upper and 
scale. 


is 


example: In the 

piece Mariyadagadaiya 
Tyagaraja accuses Rama : 

had a reputation for favouring h 
in preference to strangers This i: 
picturised, by 

known 

Grahabedha 1 . 




f 


I 


t 


■ 


I 




I 


life 


is being uttered 


saying that Rama 




in an 


manner, 
ruvarur shrine 


is is 


in I he 


is own men 


and in the picture 


of 


IS 


raja 


d and worshipped 


a difficult and 


/ 


device 


Srutibedha 

If the note Madhyama of 

Bhairavam is made the Shadja and the notes 

of the original raga are traversed up and 

down, from madhyama to tarashadjam 
illusion is created 


■ 


as 




or 


i 


up and down in the 


The Kamalamba Navavarna kritis 


expound the worship of Devi in 


an 


according to Sri 


! 


I 


I 


in the minds of the listeners 
that they are listening to Yaman or Kalyani 

To indicate the difference between the 

of Rama and strangers, Tyagaraja 
has introduced through Grahabedha 

scale, seemingly though 

with the original 
of Tyagaraja where 

raga chosen for a piece has a meaningful (Bahya) or internal (Antara) The foregoing 

relationship with the theme of the song. To is the basis of external worship The esoteric 
give just one example, 'Bagayanayya 

composed in the raga Chandrajyoti 


are nine avaranas or prakaras in the 


• chakra. The innermost is th 


e Bindu Peeta 


where Devi or the 


supreme 


one has to pass all the 


I 


an alien 


avaranas or enclosures. Each avarana has 


in thorough contrast 


c 


one. There are many 


4 


all Devi herself in various forms and 


even the name of the 


capacities. Worship of Devi is either external 


i 


is meaning of this worship is realised and 


. The practised by Antarayogins who do not indulge 


* 


meaning of the song is 'how wonderful is this 


to this method 


in external rituals According 


I 


greai magic of yours, beyond even Brahma 

magic yourself, you innermost, are 

are proclaiming that you are not doing it or 
When Arjuna trembled 


all the avaranas excepting the last and 


for praising it. Doing this 


ve 


subjugated by discipline, until the 


to obey your 


the Kauravas, calling purified and in its 


commands to destroy 


it a sin, did 


with the Supreme Soul or Devi. The first 


you not thus protect him'. It is one 


87 
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called 'Nigarbha Yoginis'. 


waking this a varana are 

and The seventh 


the mind in the 


Avarana typifie 


grata) state. In this, all things 

iearances have form and clarity. Hence meditation or . . , 

Avarana Devatas here are called PraKata are cauea "d nay y a 

Yogins'. The second typifies the dream sleep signifies the stage previous to moksha or 

(Swapna) state in which things have a subtle release, the stage of nidhi-dhyasana and the 

the creations of the mind. The Devatas here are called Paraparathirahasya 


Manana and the Devatas here 


the 


shape and are 


Gupta Y 0 gj n s' This is the stage of Nirvikalpa 


j 


as 


Avarana Devatas here are 


Samadhi. Without being conversant with the 

(Sushupti) state. Things here are in a super- tec h n j ca | terms used in this 

subtle state. Yoginis in this region 
Guptathara Yoginis 1 . The fourth is the 

fter God, The Avarana Devatas 


ess 


a 


i 


understanding of the inner meaning and 
significance of these kritis is impossible. 

To write or talk about the beauties of 


r 


a 


enquiring 


m 




I 


here are known as 


words and sounds or the inner meanings or 
philosophies of the compositions of these two 
remarkable men of genius is beyond the 
scope of this limited article. The kritis of this 


Sampradaya here meaning that which is 
handed down through Guru-sishya 
parampara. The fifth is the region of 
Kulotheerna Yogins', signifying the Tatvas or 
subtle forms of Karma and 
This stage typifies to the Guru - Guru 
Upasadanam. Similarly the sixth typifies the whom the world of Music and rasikas will be 
state of Guru initiation and the Devatas of and should be everlastingly indebted. 


I 


Trinity are matchless creations being the 

expression of God-realised Supermen, to 


f 


s. 










■ 


jr 




m 


-■ - - ■ 
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ft m 


4 


\ 


It 


Adwaiia in Songs 


ii 


\ 


i 


i 


i 


4 


9 4 


* 


a 


4 


n 


3 ■ 


■ 


■ 


4 


a 


'Marugeiara, Oh Raghava 


■ 


' (Jayantasri): Characara rupa . 
ill (The entire creation is Thy form and Thou art 


p 


i 


anni nivanucu 


* 


# * 


i 


i 


I 


everything...) 




» 


i 


i 


R 




- Sri Tyagaraja I jj 


i 


r 


i 


4 


4 


4 


Sn Viswanatham' (Chaturdasa Ragamalika) 
(Brahma, Vishnu, Rudra Swarupa) 


f 




i 




i 




: Virinci Vishnu - Rudramurti Mayam 


4 


i 


■ 


H 


■ 


I- 


ft 


9 


a 


i 


Sn Kamalambikaya ' (Sankarabharanam) 

Tripadaya (Aham Brahmasmi Swarupini) 


4 


I 


ft 


9 


* 




I 


B 4 


4 


4 


ft 


s 


9 


- Sri Muthuswami Dikshitar 


4 


i 


4 




ft 


B 


4 


4 


r 


4 


Anta Ramamayam - 




# 


4 


i- >* 


ft 


a f 


4 


Tanokkadananta Rupa Mula. 

- Sri Bhadrachata Ramadasa ll 


n 


■ 




b 


R 


I 


4 




4 


I 


E 


H 


I 


Adinad 




i 


4 


9 


t 


* M 


I 


ft 


I 


! 

B 


t 


t 


Kandavar Vindilare ■ 


4 


! 


V 


■« 


avam 

ita is beyond the 


i 


(Experience of Adwa 


b 


4 


I 


reach of clarification) 


4 


9 


9 


9 




■ 


■ 


■ 


4 


- Muthu Thandavar ! 


* 


i 


! 


* 


» 


I 


■ 


4 




n 


Another Garland 
by Shri N Rajagopalan) 


ft 


I 


i 




p 


■ 




4 


4 


* 


i 


■ 


f 


ft 


9 ft * •w 


* 


m * 




*-ft"ft ft ■ ■ m. 


■ft ■ ft 




m 


88 


nib m 




4 
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From the Arc hi 


i ’c'.v 


padams in relation 


* 


b y K. Jayarama Iyer 


Pad 


ams and Kritis 


are two priceless 
r ; or nusical forms in the rich 
of he Carnatic 

characteristics 


(Samayamu Delisi) 


system. They have 
common to both and 


we see that the 


peculiarities that make th 

two musical forms 


underlying idea 


em distinct. These 


in 


i the kriti and the Padam 


is 


are the references for the 


« 


a 9 a in, is dual 




musician in elaborati 
correct way 


ing the Raga in the the kirtana 


in 


it is implied 
that is, the love 

approved of as 


in the 


Madhura Bhava 

man has been 


s with the olden 


i 


name as Padas woman for 




were intended to kindle Bhakti 


or devotion to 


God. They also contained 
philosophy 


and saints 


a 


and ethics. The Dasakuta 
Karnataka have poured forth 


of it, among other examples 


to the attachment 

to her 


f 


a Sadhwi (woman) 


of Padas in the Kannada 


language and they husband > 

ladagalu: pre- 

is Purandara 

io the 16th century. He alone 

has contributed thousands of Padas. 


are popularly known as 

eminent amongst Padakaras 

Dasa who lived 


Ankolam rijabeeja santhatih 


Sadhwi naija 
Sindhus sarid vallabham 

Pramnoteeha yatha thatha 

Pashupateh padara vindadvayam 
Cheto vrithirupetya tishthati sada 


» „ 


word Padam with the Anuswara 
inflection connotes 

surface Sringara 

philosophical interpretation 

sublime and spiritual inner 

noteworthy that Tyagaraja 


a song which has on the 
as the Rasa and 


on a 
s out a 


Bhaktirityuchyate 


meaning. It is 

the pre-eminent 

composers has used the words i 

Kriti and Padam interchangeably in some of 

his songs considering the devotional content 
of both. For example, i 
Sriranjani 


Kshetragna, the great 
’he 1 7th century stands foremost 




Bhakta who lived 


amongst Kriti 


amongst 
songs 

in the Madhura 


composers of Padams. His devotional s 


in a song in the Raga Bha 
he uses the word Kritr- 


out the various aspects of 


va 




I 


Sringara Rasa. Most of the Padam 


s are 


devoted to Vipralampha Sringara covering 
possible situation in which the Nayika 


all 


sad bhakti, 
Virati draksha rasa 


nava rasa 


experiences the pangs, passion 


ft 


Yuta kritiche bhajiyinche 


on her separation from her beloved. The 3 


Yukti Tyagarajuni tarama 
Sogasuga ) 


? Sri Rama 


types of Nayikas, 


Here, in another song in the Raga featured separately in a number of Padams. 
Asaveri, he speaks of the Padam:- 


The longing of the sweetheart for her beloved 


is symbolic of the yearning of the Jeevatma 
for its reunion with the Paramatma or the 


Pad am u Tyagaraja nutunipai ganidi, 
Padiyemi pada kunna nemi 


Supreme Nayaka in order to attain the 


Edanu Sn Rama bhakti feni 


immeasurable and eternal Ananda 


p 


* i-b - r , Wu ii V VnVn * m m . 


* 
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has also too in a subdued appeal of Sringara Almost 

of all the other major composers of kr.tis have 

direct manner of devotion 

words of high praise of and prayer 


great Bhakta 


Tyagaraja, as a 

applied this medium 

He takes the role of 


of devotion in some 


in the 


a 


IIS 


in 


Nayika and speaks to Rama in 
moods. The sentiments are reveal 
refined and subdued expressions 
example his kriti in the Raga Kalamdh« 


in to the deities 


comparison of Padam and 

i as regards their textual content 
Musically the Padams may be said to 


So 




in crystallized form. Most of the 


be Ragas in 

Padams are in well-known Rakti Ragas. The 
sustained, slow tempoed long-drawn music 
of the Padams brings out the beauty and 
Bhava of the Ragas in overflowing 
ibl> abundance. This quality might have inspired 


Chrnna nade na chei battitivi 

Ennarani udigannu geikem 
Entho ninnu palanamu sethunam 


hand when I uns quite ymmg. 


(You grnsped im 

made me do service lo you immeasm 


0 Rama, you 

and yon promised to protect 


many a composer including the Trinity. There 


Piav. do not waver 


me 


are many kritis composed after the model of 
the Padam. For example; 


now : 


Tyagaraja 

the Padakaras. The Duti or messenger 

symbolises the 
Jeevatama on to its communion with the 

Supreme. Here is a kriti of Tyagaraja in the 

raga Harikambodi in which he employs the 


Compare the Padam ’Ninnujuchi' - 
Ehi Annapurne of Dikshitar and 
Kanakasaila of Shyama Sastri 
all set in the Raga Punnagavarali. 


Guru who leads the 


mind as the Duti 


Tyagaraja's song Lekana in the Raga 
Asaveri may be said to be after the style of 
the Padam. 


C Irani toditheve, O Manasa 


gam 

sukhaman ubh a vim pa vega me 


The structure of the kriti as well as the 


Padam has the same sections 


viz., Pallavi, 
anupallavi and one or more Charanams 
However, the kriti i 


is quite distinct from the 


e love of the Parakeeya Nayik 

intensity, 
a Bhakta. and 


a 


Padam 


on account of the 




devotions 


superb 

in its structure. For example the 

are adorned with brilliant 


Oil 


s 


workmanship i 

kriti of Tyagaraja 


Gopalakrishna Bharati 




; f i; : mporary of Tyagaraja. i 


m one of his 


Sangatis or variations of the th 


songs which describes and defines 
compares steadfast and intense devotion 

pe love of 


B h a kti 


erne. 


The kritis of Dikshitar 


are enlivened with 
the Madhyamakala sahitya and embellished 

with beautiful Yatis. 

In the kritis of Shyama Shastri 
an integration of Raga and Tala 

While Padams < 

Rakti Ragas, the kriti compo 
handled many rare and difficult 

compositions. 


to 


a beautiful 


woman to her 


paramour 


we find 


Kattazhagi choranidam 

Kathai athu pole 
Kaduhi varum kanrarugil 

yathu pole 

pannikondirunthai 


are mostly in popular 

rs have 

Ragas in their 


Bhakd 


There are 


While almost all the kritis 


are begun with 

singing of he Pallavi, most of the Padam 


in which the the si 

figure. 


However NayikaS 

perhaps Tyagaraja 

aspect of Bhakti to 


s 


are begun with the 


singing of the Anupallavi. 
Most of the Padams are set to the 

matras and are 


amongst Kriti 


t 


xaras it is 
has employed this 


Triputa Tala of 7 

extent and that Vilamba 


a 


sung in the 
laya whereas the bulk of the kritis 


upaka Tala of 


8 and 6 matras 


ms the text of 


ve 


uniy 


H 


m tempo of most of th 


are m print But of thes 
L| t a hundred 


e 


p 


or so ha 
and 


e been 


v/ 


and other must 
refreshing treat to th 

The elaboration of 

neravdf or Bol Tan and the 


w 


I decorations 


m notation 


gives a 


I 


of the correct 


e 


and the heart 


rend e r i 


Padams th 


0 C p 


e 


ore dwindle^ 


a 


m the Kriti with 


ine 


C 


a 




cause for this 


singing of a 






ine * 




1 


chi 


not all the 




of the music 


expected to survive. Onl 


is 


y the best 


can do. 


on of the 


ayika many 


\ 




in a concert When 


:> i 


IS 


Padams are 


H. 






of Padams marked 'fo 


the Kritis and the Rag 


am, Tanam. 


r private 


[ 


Pallavi. 


I 




The Padam is 


5 


alive the small 


form 


a 


number of 


Its excellence is best 


enio 


To sing 




in 


a 


Natyam After dancing the brisk 


is not an easy 
can best be J 


forms like the Swaraj ati 


rnt 


Padam with its slow, melod 


ious music comes 


manner There 


are a good 


her skill in abhinaya to th 


of Padams in the Ta 


e 


m 


■Sm 


is set to 




in 


leisurely tempo 


The audience 


the Malayalam I 


anguage Though the 


highest delight both visual and 


in 


in 


to 


re 


item viz, the Padam 


n 


nga alone is credited to ha 


ve 


in 


composed a few thousands of Padams And Bharata Natyam 
the kritis of the great 




as well 


in 


j—\ 




s language and the 


in 


e 


equal number. Indeed many of both the forms melod 


ious and chaste music in the slow 


lost due to the 


cr 


a s 


music 
more 


thousand of these h 


and music. Let us hope that this valuable form 


music is kept alive by our musicians 1 


hi 
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FROM 'SADIR' T0 BHARATA 
.... A - NOSTALGIA 

t>y Natyacharya' T. K. 


natyam 


* 


Seventyfi 


woven aro 


und it. There 


art of 'Sadir' at tempi 


evolved thus 


H 


it 


respected and venerated 


1 


as divine 




■ 


offered to deities 


as a form of 




ai Kuravanji, Tiruvarur 


ima 


divinity could be 
it was offered 


r 


as part of daily 

Sandhya (evening) puja 


ri 


in 


a 


such as Brahmotsavam 


in t 


(Lyrics of 


some of the Kuravani 


was eight years old then I 


Madhyarjuna Kura 


the Brahmotsavam be 

March at the Sh 


e 


ir 


iva 


at 


Lord Jatapureeswarar 
Marusalakshi 


m 


and 


c 


consort and at the Kalya 




na 


am 


Thayar 

Tirumafairayanpattinam (my birth 

town was then under the French rule 


at 


The grand procession 


of the deities 




ft 


ii 


is 


• But the 


of Peny 


temple rituals and festivals 


Mel am 


without 


any hindrance 


vara - 


or interference 

event rPiPhr^TC^" eagerly awaited significant feature 
event, celebrated with much devotion 

reverence 


Tiruvachaka Pa 


nn re 


Brahmotsavam 


er 


s 


s 


. the 


over 


During the Sandhya Puj 
Devadasi captured in Abhin 

Shodashopachara offered to 
visualisation in 


and 


v 


a, the senior the Nattu 


ring the Tevaram 


the ritual of Tiruvachakam 


.The 




gesture language was done 

to the accompaniment of instrumental 


I 


ne and Nattuva-talam, till they reached the 


Maddalam and Cymbals (Nattuva Talam) 

3t Deeparadhana Nagaswaram | 

The offerings' transcended 
experience during festivals with full-fledged 

concerts of Nagaswaram Sad 


I 


I 


was 


II " 


as 


was played Chutral 


■ i 


in which 


1 


ca 


ir 


Veena, Flute taking place The Nagaswaram 


concert was called 'Peria Melam' and 'Sad 


i 


ir 


a me to be known 


Chinna Melam'. The 


i 


always marked with the auspicious 


rest were music concerts 

Sadir'. The name 


if 


II 


I 


came to be attributed And when the deity came round the 
to dance as it was presented at the 'Sadas 


* 


- Prakaram. Navasandhi Kavuthvam was 


assembly Well-known Devadasi 


performed by the Devadasis propitiating 


the 


s 


trained in the art made 


of it to the Lord. And presenting during 


u 


I 


i 


I 


festivals the Sthala Puranas of the respective 


temples in dance-drama form made it not only of Veda Ghosha and 


music 


an entertaining art but also an education on 
the SthaJ 


sanctimonious status given to dance then 


It is indisputable that owing to the 


(places) and various stones 
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Devendra Loka 


it that in the 


i 


legend 


Menaka and 


Sadirand the reverence 

reserved and 


dancers R 


sanctity attached to 

with which it was J 

ated by the 


to the Nattuvangam 


practised, p 

Nattuvanars 


used to 


and Urvasi 

of Maharaja urw 

from many com, 

and Parashakti danced. Nandi 

Narada played Yazh, 

Talarm and Vishnu played the 

dancers, Ramba and 


I 


propag . 

Devadasis who dedicated i a 

u long way down 

the world with a 


that when Lord 


i 


S 


that the art has come a 
centuries and spread over 

sheen christened as 

Bhava-Raga-Ta ,a 


Shiva 


ded Maddalam 


I 


Bharata Natyam 


i 


Brahma kept 

But the celestia 


new 

encapsuling 


the 


ccompamed by the 


bit. let me 


were a 

Hence the name 'Gandharva 


a 


Digressing 

concept of ’Peria Melam 
have been intrigued since 


others 




and 'Chinna melam 

childhood why 


I 


I 


Melam' had 


Nagaswara concert was 


Such ‘Deivika Chinna 


Was it because 


i 


ersed exponents, prommeni 
was erudite performer 

Devadasi Tiruvarur Gnanathimammal. She 


and Sadir 'Chinna 


i instruments many we 

among whom 


-v 


and tone of the 


played? But why Chinna' Melam for dance 
where Devadasi was the prime performer? It 

not until 1948 that some fight 

Natyakala Conference convened 

Advocate Sarangapani at 


I 


i 


versatile and proficient in languages - 


was thrown was 


Sanskrit, Tamil, Telugu - and the arts oi music 
and dance. The other eminent dancers who 
dedicated their lives to the art and the deity 


was 

on it at the 


by Connoisseur- 

Museum Theatre, Egmore, Madras, where 

all Nattuvanars and Vidwans participated were Kumbakonam 
The conference, aimed at promoting and Varalakshmi sisters 

art of Bharata Natyam, daughters - Rajalak 

i etc. 


Bhanumathy 


1 


: « 


s 


I 


i sisters. Pandanallur 


propagating the 

sessions 


made 


:n 


u 


morning and performances in the evening 


wore 


Many stalwarts of the cay like E. Krishna Iyer, of soft material) and an 


upper garment 

Prof Sambamoorthy. Tiruvizhimizhalai ("Angi") signifying purity; and their jewellery 
Subramania Pillai and brother. Pandanallur consisted of what is known as 'temple 


- head ornaments. Kasumalai 


Muthiah Pillai, jewellery’ 


Chokkalingam Pillai 


1 


1 


Subbarayan Pillai, Vazhuvur Ramaiah Pillai, Oddiyanam(belt) and Chalangai' anklets) 


my father T.PKuppiah Pillai and many other The orchestra comprising Nattuvanar 


I 


Vidwans participated That year the question 


Vocalist, Mridangist, Mukha Vtna and Sruthi 


of Chinna Melam' came for 


examination. A was mobile following the dancer. It was 




probable explanation was given 
Ramaiah Pillai 


by Vazhuvur mikelessage 


and performance was in temple 


Natyam is Prakaram. In the din of the crowd it was 
symbol', and difficult for the dancer to have feed back of 


■ i 


Deivika Chinnam 


ii 




- a 


I 


as a d 


i 


Deivika music, 
time 


am 


f 


i 


Chinna* Melam might have 

come to be called ‘Chinna Melam 1 
Tirunelveli district Pena 


As times changed dance performances 


in course 


In were extended to royal courts and wedding 

Melam was called halls Nattuvanars like Kandappa Nattuvanar 
va Melam 


'Raja Melam’ and 'De 

explanation 


This (Balasaraswathy's Guru), Ellappa Pillai 
j appeared more plausible to propagated the art 

Vasudeva Sastri. a renowned scholar - 

archivist of Tanjore Saraswathi Mahal 
fc*i\rishna Ivsr, th© 


* 


too was 




stretched from Sthala Purana-based 


crusader for dance Sampradayic Natya Natakas to solos with 
ipporsed it and the 


* 


i 


* 


it 


' n this context 


m 


would like to make a i 

was called "Gandharva Melam 


l 


II 


I 
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for dance and naturally the 
these were in Telugu. After the advent of the 

too composed in Telugu and 


and maze Re-emerged the 


art of 


dance with 




1i 


■ 


* 


iarata 


Natyam", drawn from Bharata 


t 


s 


Sanskrit 


came the Tanjore Quartet 


> 


s 


innayya, Ponnaiah, Sivanandan 


, and 


and 

Vadivel), the disciples of Muthuswamy 
Dikshitar. They made history 

music and dance - devising for the first time 


connoting Bhava- 


j on pu 


i 


in the fields of 


i 


ic 


1 


was a 


in the history of Bharata 


a Margam for a Sadir Cutcheri 


T 


comprising 

Alarippu, Jatiswaram, Sabdam Varnam/ 


Natyam goes without 


1 




a role model. 


Swarajati, Padam, Javali. Tillana 


many 


in that order 


mes 




and composed pieces for these The Margam 


i in 


art 


, jewe 


format is the format followed even today. Most 
of them are again in Telugu 


t by the 


m s 


S a mini 


l 


(Khamas), 

iJ./WanawfSankarabharanam) 


mmanave 




additions 


of Tami 


compositions from 




are a few popular Varnams for instance 


t 


n 


praise of the Lord, the royal patron etc 

There was a 




Vedanayakam Pillai 


Muthu Tand 


during the early quarter 


enriched the repertoire 


of this century. Inspite of its sustained 
development for centuries, the art fell into 


% 


c 


m 


disrepute and came to be looked down 


f 




upon 

evil" by "misinformed and 
reformers under Western 




ii 


as socia 
misguided 
influence". 


The deterioration of the Devadasi ( s noteworthy Natyanjali 




IS o 




s also to an extent contributed to the 


K 








R 




U I 


f 


J 


k. 


decline of the art. The anti nautch movement 0 
almost spelt doom of the performing arts. Kuchipudi 
Thanks to the will and untiring efforts of a 

couple of Natyacharya families with an in Perur. Sirkazhi Nearer home at 
unbroken lineage and that of crusader E known as Uttara 
Krishna Iyer, together with Rukmim Arundale recitals 


m 






Mohini Attam 


Odi 


re 




I 




idambaram dance 


arangetrams are orgam 


i 


who founded the Kalakshetra at Adyar, month at the Nataraja 




Madras 


Trends and innovations apart 


the phase of renaissance 


J 


1 


n 


successfully cleared the performing scene of tradition of Natyanjali continues 
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SHANMUKHA 


BEARERS of culture 


KINGS, T 0 R G C a ^ nd 'U. Rajagopalan 


by 


had the opportunity to listen to the 
of both the celebrated Patnam 

Id be Subramanya Ayyar and Maha Vaidyanatha 
U they Ayyar and resolved to learn music from them. 


I 


Monarchs belong to a 


tribe In some countries 

do not rule Broadly 

that Indian Kings so long 


1 


appreciated 

had existed, with few exceptions, were 

of the welfare 


Ambition was there 


I 


i 


made up my mind to seek the 


of their Finally 


kind and solicitous 


and gracious help of the Maharajah of Mysore 


Most of them were lovers 

sculpture 


himself'? Daily, the Maharajah would visit the 


subjects 


dance. 


of music 


■ 


patrons 

architecture, etc I . 

themselves legendary authors, musicians 

h e Guptas, 


Chamundi temple on hill top for worship. 




and some of them were 


I 


of the hill every day and salute him and his 


etc. like 


musicologists. 

Vijayanagar kings and rulers in „„ , 

India. Their courts were flooded with poets and Maharajah [presumably intrigued] graciously 


far South of party too As luck would have it, one day the 


around their courts giving me a hearing, enquired who I was and 


artistes and there grew up 
harems not l. 
dedicated artistes. 

righteously but so much in abundance around the palace when I mentioned my 


of flesh but of devout arts and what I wanted, That was the opportunity I had 


desire. First 


ruler held out in epics and illumined by duly tested.] Though I had intimate royal 


illustrious rulers in the past by precept and grace aplenty, my fond desire remained 


an 


example laid the stern path to be followed. 


I 


cautiously remind him when he was 


, he called the officer concerned at 


the matchless legacy was rarefy 


rulers, 


ordered him to equip me with 


once a 

necessary 


neglected, nay often it shone with added 
effulgence and fragrance. The rul 


ers of great Patnam Subramanya Ayyar*. [And 


Mysore, Thanjavur, Kerala etc 


were shining young Vasu was at Tiruvaiya 
liberty and devoted disciple of ’Patnam 


ru soon 


a 


examples What was a loss to 


I 


I 


. as is well 


administration was indeed 


a massive gain to known 1 

M J 1 J 


mourn 


their fate in vain and 


si 


[There isthe other incident of musicians 


but took their harsh li 


■ 


on 


al, Raja Serfoji, rulers 


garb of mendicants 


and singing 


the cu| ture of the 

country even as our immortal leaders like 

did. Here are a few 


classical 


par a m par y a 'Pallavi' at the 


same temple to the hearing of the 


Tilak 


VI 


narrated by the 

Mysore Vasudevacha 
A tenapugalu 


renowned 


a 


i 


The 


concert. 


I 


rya in his 


music-crazy 


ruler 


in Kannada. They 
close and cordial bonds 


at the rare expertise and 


existed between 

the fact 


of singing paflavi, enquired, found thei 


ir 


man 


that each 




■ 


i 


wi 


for the other for the 


the court!! 

* 


good. Now the 


takes over 


I 


The music-crazy Maharajah 


while 


% 






S? a r - 

j ground of creed or rank to 

bestow its boons.] He expressed 

wheUier I could take the notation for the song soft cushion to the starved 
and sing. I ran out and, alas! found that she starved 

was too fast for me! Ultimately I traced her 
near the Rani Choultry where bairagis gather 


the Nilgiris, Subbanna 


of a sick with high fever 


declined food. Anxi 


ous 


is we 
no distinction on 


responsibility of feed 


mg him 


i 




must take this 


e 


a 


u 


wi 


recover soon". Subbanna took 
porridge from his hand but the 
vomited it all spilling 


it over the ruler! Not 


sing minding it all, gently 


wiping it off from his 


and managed to jot down the notation for it 


t 


■ dress, the ruler told 


me, Call me if Subbu 


refuses to take th 


e porridge 


I! 


what was the bargain? Like the 
’face’ of the milkmaid in the ballad, the 
few songs she knew were that beggar's 


solicitude and kindly nature* 


! 




are but specimens of ki 


which this nation fostered 


inalienable, inherited fortune and 


no 


profound faith and 


wonder she was averse to pail with it!] 


egacy. Perhaps those 


doubt the 


w 


i 


coming out with hi 


parted with my costly angavastra 

[upper cloth] in a quid pro quo ! I rushed back 

and demonstrated the tune before the 
Maharajah 

Appreciating 




maiden sloka when 
male krouncha bird while it 


m 


aided by the 


notation. 


from his thigh to save 


a dove, of Manu Niti 


my achievement 

[mischievously] enquired about my missing 
upper cloth. He had, it would appear, sent 
his servant to follow me and got how I had , 

got the tune. He was so pleased with me that 
he presented me with 


he 


the life of his son 


5 


an 


in lieu of 


the calf that was run over by the chariot of 
that prince, of Pandian Nedunchezhi 
instantaneously the minute h 


an 


e 


had administered bad justice of Bharata and 


a costly shawl in 


Cheran llangovan 


appreciation'. 


this ancient dharma bhumi. thi 


reveals a camaraderie of noble values 
Perhaps I could narrate one more incident 


s 


punya bhumi had presented, may revi 


w their 


stand in the light of th 


of recent 


though Vasudevacha rya has 

narrated many ] occurrences narrated by Vasudevacharya 

is vast 


That our heritage 


non 


is 


* 


Wodeyarused to take me admired by foreign eminence 
and Subbanna with him whenever he went worthy of it. 


. Let us be 


□ 
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I jF 


eminence awards 


national 


SRI shanmukhananda 


function As an added measure 
decided to provide a national 


I 


Fine Arts that an im 

■ the Sabna 

f framework 


* 


# 


the scope of 


we 


stars. The 


that is beyond 


as emergin 

mukhananda National Eminence Award 

is a step in that direction. The award carries 
a cash prize of Rs. 1 lakh, a citation 


we 


It brings 

normal human 


eed for sweetness 

ial the Fine 


spirit ministers to ourn 


# 


a si 


From time immemoria 

sed by Kings and 


light 

have been patrom 
of wisdom. A few centuries ago 

started honouring performing 

II art forms in view of 


' 




h lamp and a bronze Shanmukha icon. 

3 Three subsidiary awards carrying the 

title 'Shanmukha Sangeetha Shiromani 
awarded each year. Along with the title 

a citation and a 


i 




1 


! I 


are 


i 


artistes to perpetuate a 

their sublimity and 
of these institutions 


a 


1 


cash prize of Rs. 25.000/ 


patrons of Fine 


bronze Shanmukha icon are also awarded. 

The inaugural award, during the Golden 
Jubilee Year of Shanmukhananda, was 
conferred on Semmangudi Srinivasa Iyer 
time contribution) on Sunday the 22nd 
December, 2002. Born on 25th July 1908 in 
the village of Semmangudi in Thanjavur 
District of Tamil Nadu, he learnt music from 


gaining currency, the 


and with democracy 


eed for institutional recognition has arisen 




KM 


























four distinguished masters, Semmangudi 
Narayanaswamy Iyer, Thiruvidaimarudur 
Sakharama Rao, Umayalpuram Swaminatha 
Iyer and Maharajapuram Viswanatha Iyer. His 
first public performance was at the age of 
eighteen and from then he has never looked 
back. At the relatively young age of 39, he 
was conferred the title of ’Sangeetha 
Kalanidhi'. Since then he has received a host 
of awards which include the Padma Bhushan 
and the Padma Vibhushan. At 94 today, he 

is the golden link between the past and the 
present. 


f 


% 
























t - 


f. 


3 


/ 




































V 
















1 




























The distinguished musicians who were 

chosen for the three Shanmukha Sangeetha 
Shiromani 






awards were Shri Sanjay 

Subramanyan, Smt. Shruthi Sadolikar and 
Shi i Niladri Kumar. Sanjay Subramanyan and 

received their awards on 


bcmtmtnvtuh m th L 


ifuurii funcuou 


i 


As a premier institution 
South East Asia the 




of Fine Arts 


in Shruthi Sadolikar 


ShanmnLh . activities of the Sri 22nd December. The 

Hwll§MkhanandaSFine Arts 


award was conferred 


and 


on Niladri Kumar during the Mumbai Music 

ival on 26 th January 2003, 

j artistes. By unable to make it to the function 
exposing it to discerning 22 

talent to bloTsom" 5 a "° Win9 <he surfaced 


extend far beyond prov 

Performing arena for the 
narnessing talent 


■ 


a mere 




as he was 


held on the 


nd 


December. 


I 


m 


Among the foremost of the 
performing generation of Indian classical 


younger 
musicians 


the Sabha is 


I 


I 
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Shn Stin/uv Sitbr 


u twin van iVccivnui the lHuiuh 


i 


J 




i 




ntus i )r I Sub ) 




r 


Sanjay is one of the most popular and among the new generation of female 
sought after Carnatic vocal artistes. He artistes. Born 
was initially trained in vocal and violin by 

Shri.Laxminarayanan 
uncer Smt. Rukmim Rajagopalan and 
Calcutta Shri.K.S. Krishnamurthy. He 

started his concert career in 1986 and Burji Khan. She has widened 
has over the years performed in 

India and abroad. 


t up in th 


c 


ambience of the J 


musica 


ipur- 


U II 


He later trained Gharana. Shruthi has been 


m 


father, i 'andit Wamanrao Sadolikar 


on Usta 




£ 


centres both in 


d 


such as Thumb, Bhajan 


semi- 




Shruthi Sadolikar Katkar is one of Natya Sangeet and Ghazals She 


is now in 


the most accomplished Khayal singers the 


process of tracing the roots of the 


a 

















AMRUTH MAHOTSAV OF PROF. 


T. N. KRISHNAN 


T he Sri Shanmukhananda F 


ine Arts and on the Ghatam 


Although the 


concert was 


Sangeetha Sabha and other 
institutions in Mumbai 


cultural relatively brief, it reached 
joined hands to proved that Krishnan had 
on his attaining communicated 
the age of seventy five (Amruth Mahotsav) distinctive 


and 
ectively 
points of his 


felicitate Prof. T. N. Krishnan 


e 


all the fine 


style to his children 




























tinting Shn Krishnan 


u 


The function was organized by the Sabha 


Starting his concert career at the tender 
Shanmukhananda age of eight, Krishnan reached the pinnacle 

Chandrasekharendra Saraswati Auditorium of fame pretty soon and 
on Sunday the 8 th December, 2002. A very past six decades or so, he has remained at 
large number of organizations participated in the peak of his profession During this period 
offering their respect and regards for this he has accompanied all the great names 
great artiste. The felicitation function was Carnatic music, besides 
followed by a violin recital by Krishnan, who 


at 


the 


Sri 


since then, for the 


R 


in 


ing 




as a top grade solo artiste. The outstanding 


feature of his greatness as a violinist is his 


was accompanied on two violins by his 


i 


Sriram, immaculate bowing technique. 'Shanmukha 


daughter Vijaya Lakshmi and his son 
The percussion support for the concert was 
provided by Thiruvarur Bhakthavatsalam on 
the Mridangam and Vaikom Gopalakrishnan 


wishes his many admirers many more years 
of listening pleasure from this great artiste 
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a 


y 


* 




{ 


t 


\ 


■f 


OBITUAR'- 




■ 


i 




PATTABHIRAMAN 

Editor passes away 








i 


Sruti Foundation’ where he 

ies, documentation 






organized American U 


* Sruti * Founder- 


in 






of prese 


n 


on. 


form 

addition to being 

Pattabhiraman 

Trustee of the 
which in addition to 


seminars covering the multifarious facets 
of Indian 


ve years and 


of drawing 


i 


served there in 


In the untimely passing 

Founder-Editor of 

monthly 


Founder-Editor of 


i 


i 


He 


and dance 

conceptualized the Subbulakshmi 

Sadasivam Music and Dance Reso 

Institute [SAMUDRI] which 


music 


He 


was a 


Dr. N Pattabhiraman 

Sruti', the English lan 9 uag ® the Managing 

devoted to Indian music . '«f, e foundation 

Indian music world andjn I ^ pub||sh|ng , Srut| . has unde rtaken a 

well wishers and number of activities aimed at helping 
started in the year to preserve the hoary traditions of 

intentiorvof music and dance while at the same 


also 

Sruti 


; i 


i 


an 


! 


economic and business 
public relation 




t 


i 


B 


* 


a 


urces 


i 


n 




s ex 




I 


... Ive and an 

al civil servant at the U 


was launched internation 
a wing of Sruti Foundation 1 i 




■ 


Carnatic music 

eminent 


to India in 1980 


He was the first Director-General of th 


is Not 


n 


, he was the 


most 

promoters. ’Sruti' was 
1983 with the avowed 


■* 


Institute It would be interesting to 

that Pattabhiraman held two Master 

in Economics from Chennai and 
a Doctorate in the 


of 


lan 


note a number of 


awards and honours 




n 


i 






r 




to Indian music 


same 


1 


n 




i 


\ 

■ 


i 


■ 


r 


i 


■* - 


/ 
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Padacchedam : Para mac h 


■ 


1 




4 


I 


f- 


I 


* 






i 


4 


f 


i 


* 


i- 


it 


Si 


■ 


I 




fa 


I 


’I I 


c 




a 


tort the meaning 
cinta savitrv in 


in on 




4 


1 


■m 




i ^ 




V - 


1 


1. 


nano dhv 


t 


\ 




E 


>a 


i * 


B 


■ 






f 




I 




* * 


I 


.V 


got oniv b\ breaking up the I 


* 


* 


me as 
II who 


- 


t 


1 




■ 


« B 


T 


P ap 


savktre which means. ’Obeisance to Gn 


■- * 


i 


1 


mguha. the Si 




1 






- 


i 






i 






■ 


dispels the darkness of i 


i : 


I 




- 


*■ 


■ 


the Gumguhaayaa giving 


1 


e sm 




t 


i 


■» 




4 


the impression 


that it is a separate 


w ord and the rest of the line sounds like 




’gneina dhveinta II 








i 




i 


t 


* 


* 4 


I 




- 


distorted 


I 


v wn 


i 


> 


i 


i 




> 




I 






■ 












1 


- 




Similarly in 


B 


f 


l 




TV 


there is a [me l'aramddvaila sthupurta 


* n 




ac 


! 




I 






4 


* 




% 


I 


W 


j f 








P 


a, - 

meaning He w ho founded the profound philosophv of Advaita 


i 


i- 


i 




i 


as an act 


* 












1 




1 


4 




B 




some who either do not understand 


f 


i 


4 




I 


II 


"I 




i 




I 










>1 


■ 


* 


word to sound 


> 




as if Dvaita i 




is established as an act of pla\ 




and thus convert the Advaita 


t l 


* 


I 




I 


rr. • 




vin S. Scuba dr 


■ 


i 


t (r ounder <K Tr 






I 


Acharva into a Dw 


! 


p 


4 








B 


H 


* 




-I 


am an 


i 




3 


i 


; "Yet Another Garland 


it 




(( 'oiatesy 


>1 




documenting 

musicians, dancers and 
emphasis 




4 


•i 


ndian 


i 


* 


■ 


■ 

i 


and time 


music 


by Shri N Rajagopalan) Jj 


encouraging innovation along 

healthy and desirable lines 
loss addition, he was the Director of the 




\ 


\ 


gurus 




n 


on 


* 


•i 


■ 




i 


\ 


ia 


j 




* 




y 




4 ■ 












•t 


1 0.1 






shanmukha 


A tribute 


natyacharya nonpareil 


alive and aloft what they have 


order to keep 




in 








* 








Mahalingam Pillai was a heir to a 

ved and nurtured over 




Guru 

Sampradaya 










generations by his forefathers, 
shared the unique privilege with his 










And he 










Bharata Vidwan T. P. Kuppiah Pillai 




father 


i 














law Guru A. T. Govindaraj Pillai and 










brother-in- 




ister Smt. Karunamba! of 


si 


Sri 


it 


the landmark institution 


conducting 

Rajarajeswari Bharata Natya Kala Mandir in 
this metropolis and then carrying it to its 

. The contribution of the younger 












golden glory 
members of the family, especially his younger 

Kalaimamani 












r\ * 


- ICV *• 








K. 


Guru 


r ytfi 

i ■ i 


brother 

Kalyanasundaram, himself a trail-blazer’ is 

Nevertheless 


1 






significant. 


>Y- 


ess 


no 


1 




* - c 






Natyacharya Mahalingam Pillai stands i 








in a 






I 










,4 i 


% 


i ' 


class apart for reasons more than one. 

He was bom literally with Cymbals in 
hand and Solkattus in tongue"; for, the 
environs at home were surcharged with 


i -Cl 












( l urn 7 K. jt j aha! meant PUfai 


The year 2002, despite registering many 


Nadam and melodious 
He was initiated into 


a progress in the field of fine arts, was witness Tattukkazhi 
to a certain vacuum due to the demise of renderings, 
stalwarts who upheld tradition and values of Nattuvangam even as a tiny tot and put to 
classical arts and carved a niche for the grind of learning music and languages 
themselves in the performing forum - Sangita under stalwarts like Sakharama Rao, Kuppiar 


Kalanidhis Shri K. V. Narayanaswamy and 


and Mahalingayyar. At seven he was at the 


Smt. Mani Krishnaswamy, Kanjira virtuosi Shri 


Service (Sevai) at Konkaneeswarar Temple 


i 


V 


n and Shri Harishankar and the Tanjavur and when he was hardly 15, he 


nonegenarian legend of the Mysore School conducted 


an Arangetram and earned a 


of Bharata Natyam Dr. Venkatalakshamma 


1 


known for her inimitable 


Abhinaya, to name the times Pandanallur Meenakshisundaram 


a few. And with the demise of 


octogenarian Pillai. 

Natyacharya GuruT. K. Mahalingam Pillai of 
Shn Rajarajeswari Bharata 


Little wonder that Mahalingam Pillai grew 


Natya Kala to be a staunch purist - 
r, an era of Bharata 


traditionalist. But he 


Mandir, in early Decembe 


was not antagonistic or averse 


towards trends 


Natya Sampradaya of the Tam 


njavur style and innovations which had certain 


perception 

added a healthy dimension to the art. I 

exaggeration it is that the vacuum fact, he himself had 
concern. All these veterans had been 


came to an end 


n 


brought new facets in 


choreography moving 


with the times and 


acy that enriched 




n school was 
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